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_ PREFACE 


It was in August 1973 that I had been invited by the Kendriya Sans- 
krit Vidyapith, Tirupati for lectures under its Saradiya Jiiana Mahotsava 
Programme. As asked, I had to write them in English. Since the audience 
there, as per the information conveyed to me, was not wholly to consist of 
traditional Sanskritists, I could not, evidently, goin for a Sastric topic. 
The only alternative was to think of something of general interest. In this 
Kālidāsa readily came to my mind. But to say something original about 
him was by no means easy, so much having been written on him already. 
While analysing various possibilities, I hit upon the idea of making a try 
with the modern literature on Kālidāsa. Nothing to my knowledge had 
been written on the subject so far. Some three or four works had by then 
crossed my eyes to suggest the topic to me but they would not suffice for 
the lecture series. I had to have more material. I set myself to the task in 
right earnest. I have a fairly large collection of modern Sanskrit Writings 
which I have procured from various sources. I also subscribe regularly to 
a good number of Sanskrit magazines. Of a few of them, I have even the 
back volumes. I dived into this vast material and came out with a number 
of pearls in the form of writings on Kālidāsa. To be exhaustive, I wrote to 
specialists on modern Sanskrit literature. None of them could add signifi- . 
cantly to the information that I had collected through my own efforts. The 
existing Kālidāsa Bibliographies were also not of much help in this 
connection. 

The material available had made it clear to me that it was more than 
what was needed for the limited purpose of lectures. Why then not plan a 
book on this fascinating topic, I argued to myself. Originally I planned a 
single volume on it but decided later, in view of the bulk of the matter, to 
split it into two. The first of these is now ready for circulation. Before 
long the second one too would be ready similarly. 

I have deliberately confined myself to only creative writings on Küli- _ 
dasa, There are articles galore op Kalidasa in Sanskrit magazines, But _ 
apart from their Sanskrit medium, they, at least a majority of them, have” 
little to commend. Much has been written on Kalidasa in English and 
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prakrticitranam, Upamà Kalidasasya, Abhijflanasakuntale natyavidhanam do 
not take us very far. Of the creative writings too I have been selective, I 
have not included tens and scores of small poems on the great poet, 
Obviously it was difficult to bring within the purview of the present study 
all types of stray verses, some of which are of doubtful merit and just eulo- 
gies of Kalidasa. In the works studied the creative talent of the authors 

lends them special appeal. They have provided me with many a moment 

of special joy. It is to share this joy with the Sahrdayas that I have taken 

them up here for a detailed critical appraisal. 


They have one common factor. They are all connected with Kālidāsa, 
They deal, on the basis of tradition and legend of course, with him; his life, 
his works, his achievements, his good or bad habits, as a matter of fact, 
with his total personality and represent by themselves practically all forms 
of literature. 


Kālidāsa has been a perennial source of inspiration to Indian poets 
and thinkers, literators and connoisseurs. He shines as the brightest star 
in India’s literary firmament. The poet and the playwright who has left 
practically no details about himself is the best known of the poets and the 
playwrights of Sanskrit in history. Inquisitiveness being ingrained in human 
nature, efforts continued to be made on picturing his personality, on know- 
ing something of his life and history. A number of anecdotes have come to 
be connected with him : That he was a fool at first, was married deceitfully 
to a learned Princess, was repudiated by her was cut to the quick at the in- 
sult she heaped on him and to be worthy of her acquired knowledge through 
the grace of the Goddess Kālī; that he was one of the Nine Jewels, the Nava- 
ratnas (the nine noted figures) in the Court of King Vikramaditya; that he 
was associated with a gardener woman to whom he would recite whatever 
he would compose to elicit her comments; that he was attached to a harlot 
and that he was the darling of King Bhoja of Dhara with whom he had 
shared the authorship of Campitramayana. On the basis of the above anec- 
dotes, the modern writers of Sanskrit have Sought to draw a picture of the 
man that Kalidasa was. Each one of them has utilized the anecdote/s in 
his own way making the picture differ from work to work, Not seldom the 
individual drawing the picture also peeps through it giving way to his own 
inclinations, his likes and dislikes, his mental make-up. The picture being 
his creation, this is but natural, Sometimes it is one anecdote in the main 
with additions and alterations of course. Sometimes it is more than one 
anecdote or parts of different anecdotes. Sometimes it is more details and 


new incidents added to the old incidents, Sometimes it is a new anecdote 
With just a streak of the old. 


effect. In this a whole-class of literature on Kālidāsa’s personality has 
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A first work of its kind, it touches an hitherto untouched aspect of 
Kàlidàsa's studies. 

My father, the late Charu Deva Shastri, had fully blessed the present 
undertaking. He would feel somewhat exasperated at the inordinate delay. 
at its execution. How happy he would have been to see it in print in his 
life-time. 

The printing of the work was first entrusted to a Printing Press. Due 
to certain circumstances it had to be transferred to another one leading to 
much avoidable delay. This has also resulted in the appearance of printing 
errors for which I implore the indulgence of readers. 

I record my deep appreciation of the authors whose works I have 
studied. Their creativity has gone a long way to enrich Sanskrit literature. 
I share one common characteristic with them. They are all Kalidasa’s 
fans. So am I. 

It is not for me to judge the success of my efforts. If scholars find it 
useful, I would consider my Jabours amply rewarded. 


Bangkok Satya Vrat Shastri 
8-1-1990 
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INTRODUCTION 


Of all the Sanskrit writers it is Kalidasa who has attracted the maxi- 
mum attention. He is the centre figure of many a legend which has come 
to be woven round him. These pertain to different stages of his life: his 
childhood, his marriage, his later life and even subsequent lives, Of thes£ 
the most prominent is his having been a fool earlier, attaining knowledge 
through the Goddess Kali—obviously a construction on his name—who took 
pity on him as he cried before her having been turned out by Vidyottama, 
a Princess deceitfully married to him through the machinations of the Pandits 
rejected by herin a scholarly disquisition (Szstrartlia) in fulfilment of her 
vow that she would marry only the man who would defeat her in that (the 
Sastrartha) which has been taken up by the largest number of authors for 
delineation. As the story goes, the fool-turned-wise through the Goddess 
came to the Princess who locked herself in her room on getting to know of 
his arrival, and not willing to suffer the mortification of meeting the same 
old fool for the second time, putting him the question on hearing his knock 
at her door : asti kascid vagvisesah, is there any improvement in speech ? 
and the fool with his new-found wisdom and poetic talent composing three 
of his Kávyas, the Kumdrasambhava, the Meghaduta and the Raghuyamsa 
with each of the three words of the Princess. This legend has served as the 
source material for eight ofthe fourteen works on Kalidasa and with each 
of these it has undergone modification, the writers imparting something of 
their own toit to appear original and innovative not only in the nomen- 
clature of the principal characters but also jn the introduction of new ones 
. and the delineation of incidents and episodes with such additions and alter- 
ations as they deemed necessary. Of the principal characters of the legend 
Kalidasa has undergone change of name in three works, the K@lidasah, the 
Mahakavikalida@sam and the: Asti KaScidvagarthtyam where he in his state 
of a fool is assigned different names of Kaliya, Kürmanatha and Kariya res- 
pectively. As for Vidyottamà, this name is followed by two works, the Asti 
Kaicidvagarthiyam and the Vidyottamakalidasiyam. In two other works, the 
Kalidasapánikaranam and the Asti KaScidvagvisesah she is just referred to as 
the Princess, the Rajadarika, but can' be inferred to have the name Vidyot- _ 
tama from the mumbling of the words of the fool Vidya, Vidya when he is _ 
unable to pronounce the word Vidyottama and convey thereby that the 
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Princess of that name had insulted him as the kind Goddess appears before 
him taking pity at his cries and enquires of him as to what he wants from 
her. In other works she is referred to variously as Priyaügumafijari in the 
Kalidasah, Vidyavati in the Mahakavikalidasam and Vidyavati Kamala in 
the Kavikulakokilam. Sheis shown as the daughter of Vikramaditya, the 
King of Avanti in the Kalidasah, the daughter of the ruler of Dasapura 
(name not given) in the Mahakavikalidasam, the daughter of Manikyeévara- 
simha, the ruler of Gauda, in the Kavikulakokilam, the daughter of a King 
(name not given) in the Asti KaScidvagvisesak, the daughter of Sudarsana, 
the King of South Kosala, in the Asti Kascidvagarthiyam and the daughter 
of Saradánanda, the King of Kasi, in the Vidyottamakdlidastyam. Vidyot- 
Mtama’s mother figures in only two of the works, the Kavikulakokilam and 
the Vidyottamakalidastyam which do. not assign any name to her referring 
to her only as the Queen. f Ev ae : s 

` Now a look at Kālidāsa’s parentage. Kalidasa is said to be the son 
of Pandit Sadasiva Nyayavagisa of Paundra, a Village near Ujjayini in the 
Kavikulakokilam. The Asti Kafcidvagarthtyam, however, makes him the 
son of Sadagiva of Devagrüma who is introduced as a great Naiyàyika 
while the Vidyottamakdlidastyam refers to him as the son of Kalindtha 
Misra of Bharadvaja Gotra, His mother appears in three works, the 
Kavikulakokilam, the Asti KaScidyagarthiyam and the Vidyottamakalldast- 
yam. She is not assigned any name in the first two while in the third she is 
called Kali. Each one of the works has friend/s and confidant/s of the 
Princess: Amramaiijari in the Kaliddsalt, Tadillat in the Mahàkavikali- 
dasam, Malatilatika and Alokalatika in the Kavikulakokilam, Vasanti in 
the Asti KaScidvdgviscsah, Ilà in the Asti Kascidvágarthiyam and Suéila, 
Vimalā and Kamala in the Vidyottamakdlidasiyam. Each one of these— 
when there is more than one, they—appear in a different situation. In the 
Kalidasat Amramañjarī serves as the mouthpiece of the Princess to convey 
to Vararuci, the latter's teacher, her (the Princess’s) decision to marry only 
that man who would defeat "her in the Sastrartha. In the Mahdkavikdli- 
dasam it is Tadillatà who notices a person dead or nearly dead when she is 
asked by the Chamberlain to conduct Princess Vidyavati proceeding towards 
the river Narmada for bath through pucca road. avoiding the muddy one 


and mistakes him for a demon or a goblin, the darkness accounting for her 
confusion. In the Kavikulakokilam Malatilatika and Alokalatika accompany 
the Princess to the Svayathvarasabha. In the Asti Kascidvagvisesah Vasanti 
accompanies her to the royal court and serves as her mouthpiece to convey 
het ‘assent for the silent Sastrartha with a young man introduced as a vali- 
ant Prince from Burma. She also consoles her when she is greatly disturbed 
with the thoughts ofher husband whom she had herself turned out upon 
the realization that she had been tricked. In the Asti Kascidvagarthiyam 
the Princess shares her most intimate moments with Ilà. Stricken with 
remorse for repudiating her husband, she always talks to her about him, It 
is through the conversation with her that itis; revealed that a poet of-the 
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name of Kalidasa has attained great fame. When Ilà suggests to the 
Princess that the stage performance of one of the said poets plays be 
arranged, the latter tells her that that is Precisely she had also been think- 
ing of. When the procession of Kalidasa approaches the harem for the 
girls, it is Ila who first recognizes him to be the same wood-carrier whom 
the Princess had married. It is she again whom the Princess asks'to open 
the door for Kalidasa, ordering herself its closure earlier, after she had 
satisfactory answer from him of her query : asti kascidvagvisesah ? In the 
Vidyottamükalidasiyam Susilà advises the Princess, after she had thrown 
out her husband, to invite him back, there being no life for a wo- 
man without a husband, he alone belonging to her and not the property 
and the riches of the father to which the Princess does not agree. She is, 
however, exceedingly happy at Susila’s remark at a later stage when she 
appears in the work in conversation with her and some others of her friends 
that Kalidasa would be able to answer her question in verse. She is equally 
happy at the remark of Kamal, another of her friends, that the poet would 
be able to compose a poem on her under the inspiration of separation, —' 
In all works, except two, the Kavikulakokilam and the Asti Kascidvag- 
arthiyam Kalidasa is shown as a born fool. In the Asti Kascidvàgarthiyam 
heis shown to have developed foolishness, early enough, after a chance 
head injury. Kavikulakokilam depicts him in an altogether different light. 
- There he is shown as completely indifferent to formal education because 
of his intense devotion to Mother Nature which ultimately lands him in 
the most unenviable position of a wood cutter to support himself and his 
mother after the demise of his father. 
The incident of the cutting by Kālidāsa of the very branch of the tree 
on which he is perching—there is a slight modification in this to produce a 
more telling impression of foolishness in making him cut the root of the 
branch while sitting on its fore part as in the Mahakavikalidasam—as proof 
of his foolishness is utilized by all works except the Kavikulakokilam where 
it is just missing. Kālidāsa is shown a fool there in the sense that he is 
illiterate and uneducated. He is picked up, as per the Kalidásapanikaranam 
and the Asti Kascidvagarthiyam by scholars, in the Mahakavikalidasam by 
three Princes, and the Vidyottamakalidastyam by a learned person of the 
name of Bhairavanatha who were humbled in scholarly disquisition by a 
learned Princess who had vowed to marry only that person. who would de- 
feat her therein. The motivation in all the above worksis to avenge the 
insult. The same is the motivation in the Kalidasah but it is not of suffering 
ignominy in Sastrartha. Itis the misbehaviour of the Princess with her 
own teacher whom she ridicules for not comprehending fully the import of 
her words while acting as umpire in her Sastrartha with other scholars. In 
the Kavikulakokilam there is no motivation at all. It is the sadistic pleasure 
of two men out in search of fire wood. The men make fun of the. poor 


- H : ; 


young man who, though son ofa great Pandit, had brought himself down 


to the despicable state of a mere wood-cutter. After he is discovered as 
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the real fool, Kalidasa is comouflaged differently in different works. He is 
introduced asa great scholar of the name of Dhurandhara Süstri from 
Kà$t in the Kalidasah, a well-dressed person in the Mahakavikalidásam, one 
of the most respected scholars of the name of Kālidāsa in the Kavikulako- 
Kilam, a well-versed valiant Prince from Burma in the Asti KaScidvagvisesah, 
a Head of a Department in a University of the name of Dar$anàcürya in 
the Asti KaScidvagarthiyam and the guru of the defeated Pandits in the 
Srikdlidasacaritasangrahah. The mode of tutoring him for the Sastrartha 
also differs with different works. He is told to act as he is asked to in the 
KGlidasah, the Kalidasapánikaranam and the Kavikulakokilam, to partici- 
pate in discussion by gestures; raise two fingers if the Princess were to raise 
one, raise one finger and draw a circle with it if the Princess were to raise 
two; to keep mum when the Princess is with him and not to answer any of 
her questions in the Asti KaScidvdgvisesah. The Asti KaScidvagarthiyam 
refers to him as having been tutored suitably. Just as it is with tutoring, 
so is it with interpretation of gestures. It is Vararuci in the Külidasali, 
scholars humbled in disquisition in the Kalidásapanikaranam, Narendra, 
a Prince humbled likewise in the Mahükavikalidasam, Vipulavikrama, a 
rejected. suiter, in the Kavikulakokilam, Govardhana and Dhümraketu 
humbled earlier in the Asti Kascidvagarthiyam and Sivanatha, the Acárya 
of Gurukula in the Vidyottamakalidésiyam who interpret them. While 
Govardhana’s interpretation is in terms of philosophy, that of Dhümraketu 
is in those of Polity. While all these different interpretations are employed 
in different works to explain the gestures of Kalidasa disguised variously— 
the Asti KaScidvdgarthiyam has two persons to do so and they are Govar- 
dhana and Dhümraketu humbled earlier in the Sastrartha—in at least 
one work, the Mahdkavikdlidisam some one is employed to interpret 
the gestures of the Princess too. He is Somasarman, the teacher of the Prin- 
cess," There is no scholarly disquisition or Sastrartha in the Asti KaScidvag- 
viSesah. Hence, no gestures and no interpreter. The Princess just takes 
fancy to the handsomeness of the man introduced to her as a valiant Prince 
from Burma and assents for marriage. That Kalidasa was handsome 
figures in other works too. As a matter of fact, his handsomeness works 
with the Princess as said in the Kavikulakokilam : ; 


Vidyavati (Kalidasam drstva svagatam)—aho apürvadivyakántidharo 
*yari janak darSanamatrenodvellati mama manah anirvacaniyabhávayegena.! 

“Vidyavatt (looking at Kalidasa to herself )—This man has singularly 
divine charm. By his very sight my mind jumps up all of a sudden with 
indescribable upsurge of feeling.” 


to agree toa silent disquisition. Just as it is with gestures, so is it with 
their interpretations which differ with different, works.;: Vararuci’s interpre- 
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tation of raising of one finger in the Külidasah and that i i 
Vidyottamakalidastyam is that God is one, of the ee a EC 
the fool is that He is twofold, one, with form sakára and the SIRE Bos y 
it, nirakara, or, as in the Kalidasapanikaranam one is the Supreme Self P. s 
matman and the other, the Individual Self, Jivatman or as in the MOIS 
kalidasam one is. of the form of Tévara and the other is that of Prakrti es 
the Kavikulakokilam one finger means that the primary cause of th S n 
verse is Brahman. The two mean that it is Brahman and Maydéakti bon, 
In the Asti Kascidvagarthiyam it is one finger of the Princess aid am 
fingers of the fool (disguised Acarya). One finger means that the Cau Tee 
the creation is one, the three fingers means they are three : Isvara pone d 
Prakrti or according to another interpretation one finger means onm 
the proper running of the State and its wellbeing only one person is n di 
ed, i.e., the King. The three fingers mean that it needs three, the Kis 3 
the officers and the subjects. In all cases the fool takes the one fin x 5 
the Princess to mean that she wants to punch his one eye, the two Fas 
of his he means that he would punch her both. The next sign is Mie 2 
five fingers by the Princess and that of a fist by the fool who Seems Rd 
by the former that the lady wants to slap him. By his fist he means HAE i 
would hit her by that. Vararuci’s interpretation of these in the Kalidasan 
is that the Princess wants to know as to whether the person Opposite 
has his five senses under control. His fist he takes to signify that he has 
them so as though they were in his fist. In the Asti Kascidvagarthiyam the 
five fingers are interpreted to signify the question as to whether the creation 
is composed of five elements. The fist signifies that it isso when they are 
together. The five fingers may well also signify the question as to whether 
five type of forces would be necessary for defence. The fist signifies that 
it is so when they are under one unified command. In the Vidyottamakali- 
dàsiyam, unlike in other works, there is no second gesture after the raising 
of one ortwo fingers. In the Kavikulakokilam it is the raising: of'two 
fingers by Kürmanàtha—that was his name before he became Kalidasa— 
and drawing a circle with it whichis interpreted to Signify that the Sakti 
or the Maya of the possessor of Sakti could be taken to be one only if both: 
were to produce the same effect. : PUT s 


The two works, the Asti KaScidvagviSesah and the Vidyottamakalida- | 
siym stand apart from others. The former does not have the episode of the 
scholarly disquisition. The latter has it twice, once between Vidyottama 
and Bhairavanatha and the other time between Vidyottama and Kalidasa.” 
the first one in gestures and the second one in words. In the „verbal one 
the point at issue is as to which of the two is more important, fate, bhagya 
or action, karman. Bhairavanātha opts for the first and the Princess for 
the second. The Princessis ableto carry her point more convincingly : 
leading to the defeat of Bhairavanatha. i Erat 


Four works describe the Princess as proud and conceited, In tho.: E 
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Kalidasah she ridictiles her own teacher. In the Kavikulakokilam her 
mother teféts to her getting so proud as to feel no qualms i in insulting even 
the best among scholars which may well—that is her worry— reduce the 
palace to aslies. She isso unmannerly as to insult the suitors to their very 
face pouring ridicule on them for carrying names that do not agree with 
their bearing. In the Vidyottamakdlidasiyam she maltreats the vanquished 
Pandits to the point of assigning them the duty of either keeping guard at 
the gate or serving breakfast or meals or looking after the stable. Not giv- 
ing any details the Srikalidasacaritasatigrahak just refers to her as haughty 
and arrogant. 


.. The ustra episode of the original narrative is utilized in the discovery 
of the foolishness of the person the Princess has married in five works, tlie 
Kalidasapanikaranam, the Mahdkavikdlidasam, the Kavikulakokilam, the 
Asti Kascidyagarthiyam and the Vidyottamakalidasiyam. The mispronunci- 
ation of the word (ustra) in the very night of the marriage when the grunt- 
ing of the animal reaches the, ears is enough to reveal the level of his 
learning. In other works it is discovered differently. In the Kalidasah it is 
from the mispronunciation of the word Priyangu as Pingu and Dhuran- 
dhara Sastrt as Dhundhara Śāstrī. In the Asti Kascidvagvisesah it is from 
his rustic demeanour} his sleeping on the floor, his loud snoring and his fix- 
ing his gaze on the portrait of bull-fight in preference to that of Krsna- 
Gopi Rasa dance. In, the Asti KaScidvagarthiyam itis from the rustic 
manner of his speech. In at least two of the works, the Mahakavikdlidasam 
and the Vidyottamakalidasiyam something more is added to mispronunci- 
ation of the word ustra. It is the mispronunciation of priye as piye in the 
former and Vidyottama’ 's asking the rustic to trace utra with rules of 
grammar and the rustic telling her that he does not know them. 


After the fool in the man is discovered, he is shunted out. The Kavi- 
kulakokilam makes Vidyottama call him names and Kick him. The Asti 
Kafcidvügvisesali makes her use choice invectives. The reaction of the dul- 
lard to her ill-treatment varies with various works. In the Kaliddsak he is 
just confounded and keeps looking at Vidyottama. In the Mahakavikali- 
dasam he feels the pinch of the insult and runs away from Vidyottama 
saying that it is better for him to end his life than to suffer insult, In the 
Kavikulakokilam be offers to die feeling cut to the quick at Vidyottama’ s 
remark that it is better to end one's life than to cling to a dullard and soli- 
cits her permission | for suicide but before committing it begs her forgiveness 
for the wrong done to her, asking. her not to cry after she had Tealized her 
mistake i in kicking him and rushes out. In the Asti Kascidvagvisesah he 
vOWS before going out not to show his face to Vidyottama again. In the 
Asti Kascidvagarthtyam | he persistently pleads with her not to turn him out, 
In the IHE UM too he does likewise. He agrees to Vidyot- 


- tama’s stipulation, that he sh: panice learnin, I; acceptable to her 
viti the request that she n EIU hin away aor hes rind From 
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Vidyottamà's apartment he leaves:for the Gurukula from where he had 
come to marry her. 


All works depict Vidyottamà ina state of shock when she realizes 
that she has been tricked into marrying a dullard and, ironically enough, 
in violation of her resolve to marry some one superior to her in learning ! 
She is angry and upset. She orders the dullard out and is in no mood to 
listen to his entreaties. 


The sentence asti kaScid vàgvisesali she is said to have uttered when 
Kālidāsa had come back to her .after acquiring learning. In the Maha- 
kavikàlidásam and the Asti KaScidvagarthiyam—in the latter it is asti kafcid 
vàgarthali, which she utters, before he goes out. In the Mahdkavikalidasam 
Vidyottama asks. Kālidāsa: asti kascid vagvisesah, is there any improvement 
in speech ? If not, says she, he should move away from her. This sen- 
tence Kalidasa having .got knowledge through the grace of thc Goddess 
speaks.aloud repeatedly when:he. notices a lady with her entourage coming 
to take bath in the Narmada.and -whispers it into her ears when she falls 
into.swoon on hearing them. In the Asti KaScidvagarthiyam she says while 
turning him out even after; his persistent entreaties. that she would wait for 
him and when he would come.after completing his education would put 
him the question :. asti kaScid vagarthali and on his satisfactorily answering 
it would accept him as her husband. Inthe Vidyottamakdlidastyam she 
puts the question to Kalidasa when he comes back to her after three years 
of learning and wants him to answer it in verse sending him on errands 
again. He has to be a poet to be acceptable to her. All works, except the 
two, the playlet, the Kalidásapanikaranam and the Mahākāvya, the Vidyot- 
tamükàlidasiyam depict the Princess stricken with remorse and penitence at 
her maltreatment of Kalidasa. The Aryan woman that she is, she is shown 
pining for him and realizing that he is a poet now, a poet of high order, 
falling at his feet and begging forgiveness of him. As for the Kalidasapani- 
karanam, it is too small a:work to make a mention of the above. The 
Vidyottamakalida.iyam forall practical purposes is the only:work which 
depicts the Princesss firm in her treatmentiof her husband to the point of E 
countering the views of her.father and her friend; Susila. She is prepared: to : 
wait till her husband acquires learning. ‘In her very presence he had 
promised that he would:do.so. 

Kālidāsa acquiring learning through the grace of Goddess:Kali—in 
all probability a construction on: his name in the traditional episode as 
said earlier—does figure in a few works differing only in detail, the 
most important of which is'in the Srikalidasacaritasangrahalt wherein out 
ofthe laughter of the Goddess atthe rustic speech of the young man 
the -betelnut juice from her mouth issaid:to have slipped into that of 
his turning him into a unique poet. In the: Kalidàsapanikaranam Kalidasa 
is shown going to a temple after having "been turned out by the Princess 
and keeps -on trying tillithe next’ morning, till the Goddess taking pity, i 
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appears before him and grants him Vidya, knowledge, when he 
mentions this word, not able to pronounce Vidyottama for lack of know- 
ledge of Sanskrit, implying that Vidyottama had misbehaved with him 
and the Goddess thinking that he wants Vidya, knowledge, which is very 
much the traditional narrative. In the Kdalidasagauravam the Goddess 
appears before Kalidasa as he is writing his name on her face as proof of 
his nocturnal visit to the Kali temple in a jungle across a fierce river which 
he had accepted as a challenge. Happy at his action, the Goddess offers 
him a boon. She agrees to his request to make him a poet well-versed in 
the Süstras. Inthe Srik@lidasacaritasangrahah she is shown to laugh at 
Kālidāsas rustic speech when he approaches her on being turned out by 
the Princess. He gains poetic genius out of the slipping of the betelnut 
juice into his mouth from that of the Goddess as she laughs at him. In the 
Mahakavikalidasam he follows the path of Sadhana, devotion, under the 
instructions of his Guru with his stammering gone with the Mantra given 
by him. Sitting on a platform in a corner of a forest near the bank of the 
Narmada in the Amüvasya night, the night of full darkness, he enters into 
a resolve either to win the favour of the Mother or to end his life. At the 
end of the Japasamadhi, the concentration with muttering, appears God- 
dess Kālikā and on a request from him bestows on him pure knowledge, 
clear speech and the name Kalidasa indicative of its attainment through 
her. In the Asti KaScidvagvisesalt while moving in a forest Kalidasa notices 
a figure from a distance. Approaching near it he finds it that of Goddess 
Kali and prays to her to take pity on him. He starts practising penance 
repeating off Kalyai namah. When he is not able to win her favour even 
after long penance, he gets ready to chop off his head and make an offering 
of it to her driving the Goddess to appear before him and grant him com- 
mand over speech addressing him at the same time her dísa, servant, 
leading him to being called by that name—Kalidàsa. 


Some works do not follow the narrative of Kalidasa acquiring know- 
ledge through the grace of Goddess Kali. The Kalidasah depicts him being 
picked upfrom an Ujjayini highway by one Nicula and brought to an 
Acürya inan Asrama who-advises him to devote himselfto his studies 
singlemindedly and tells him that he would acquire learning through the 
grace of Goddess Kali and that henceforth would carry the name Kalidasa 
In the Kavikulakokilam he is shown after repudiation to repair to a Saras- 
vatikunda, pond named after Sarasvati, and pray to the Goddess who 
appears before him and offers him a boon. With the sight of the Goddess 
there is nothing to ask for Kālidāsa now. At the behest of the Goddess h 
goes into the pond three times and the third time he comes out with ; 
lotus and a water lily, the former with thorns and the latter without th : 
which he places at the right and the left foot of the deity respectivel Es 
ping her to bless him to be kavikulakokila, the cuckoo amon A at 
to be the hestiamong singers of pastry. in. the world Sagen, to Kali 
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düsa's prayerto dwellin his voice, tongue and pen and promises to do 
whatever he wants, 


It is the two works, the Asti Kascidvagartliyam and the Vidyottama- 
kālidāsīyam which have nothing of the episode of the grace ef Goddess 
Kall. In the Asti Kascidvagarthiyam Kalidasa gains or rather regains intel- 
ligence through a chance head injury by the accidental hit on his head of 
the branch of the Saka tree in the fierce storm raging in the forest (from 
which he had been picked up earlier) to which he had repaired after having 
been repudiated by Vidyottama. It is after this that he had gone to the 
Gurukula of the celebrated teacher Vàmadeva and had persued his studies 
there for five years which had enabled him to compose poetry. 


In the Vidyottamakaálidistyam Kalidasa goes to the Gurukula after 
repudiation but its Ácürya being unwilling to give him a place therein, he 
meets a Südhu and because of intimate association with him for three years 
during which he visits a number of places along with him acquires good 
knowledge of Süstras. When even after that he approaches the Princess 
and is not able to satisfy her by answering her question asti kascid 
vágvifesali in verse he goes to the Gurukula and begins practising poetry 
coming to be known the poet Kālidāsa in course of time. Poetry comes to 
him not through divine favour but only through dint of continuous practice 
which enables him to win applause in poetic symposia. 


In the traditional narrative when Kālidāsa comes back to the Princess 
after acquiring knowledge, she puts him the question: asti kascid vagvisesah, 
is there any improvement in speech ? The poet then composes three works, 
each beginning with each of the words of the sentence. The modern writers 
have followed the incident by and large with some additions and alter- 
ations here and there. In the Vidyottamákalidasiyam, Kalidasa is made to 
hand over the three works to Vidyottamà with the remark that it is she who 
is depicted as Parvati in his Kumárasambltiava and the Yaksi in the Megha- 
dita. ltisshe again who peeps out of his female characters like Sudak- 
sind, Indumati and Sita. Inthe Raghuvarisa he has depicted the ideal 
husband-wife relationship which is equal to that between word and mean- 
ing. In the Külidásalt too he hands over his three works to Vidyottama 
reciting from each one of them the first stanza and enquiring of the 
Princess : asti kaScid vagvisesah, is there any improvement in speech 7, a 
material departure from the old narrative where the Princess is said to have 
uttered the words in a different context, as mentioned above. In the Kāli- 
dàsapdnikaranam Kalidasa approaches Vidyottamà asking her to open the 
door : andvytakapafam dyaram dehi. The Princess opens the door but asks 
the question: asti kascid vagvisegali. A bear hug follows this and the couple 
is led to union, In the Mahdakavikalidasam asti kascid vagvisesah occurs at 
the very time Kālidāsa is repudiated. Realizing that she had been cheated 
Vidyavati (that is how Vidyottama is called there) asks Kirmanatha (Kalji- — 
dasa’s earlier name) asti kaScid vagviSesak, has he anything particular to, =~ 
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say ? If not, he'should be off from there. These words occur again; this’ 
time it is Kalidasa who utters them; when he notices a lady with the entour- 
age. Remembering at her sight the’ Princess he speaks aloud her last words 
to him : asti kascid vágvisegali ? When on hearing: these the lady falls into 
swoon, he approaching her and recognizing.her from her diamond ring. to 
be no other than his wife, whispers into her ears : asti kaScid vagvisesah 
which make her realize that the person speaking.them is no other than her 
husband for the fact that he alone and no one else was present when she 
had uttered them. 

In the Asti KaScidvagviSesah the words are uttered first after the 
knock at the door and the second time after the second knock when the 
Princess wants to be sure-of improvement in the’speech of her husband on 
being assailed by doubt at the first knock of improvement in it. 


In the Asti KaScidvagarthtyam the Princess utters these before turning 
out her husband in response to his repeated entreaties that she would wait 
for him and when he would be back to her after completing his education, 
would put him the question : asti kaseidyagarthali. She would allow him 
in only if his answer is to her satisfaction. The question of the Princess 
had always been uppermost in the mind of Kalidasa. That is why he had 
composed the Meghaduta with the word kascit and had started composing 
two of his Mahakavyas, the Kumürasambhava and the Raghuvamsa beginn- 
ing each one of them with asti and vagarthak respectively. ` 


Kalidasa being surrounded by so many legends, what some of the 
writers have done is that they have brought them in too in their works 
almost in the manner of an extension of the Vidoyattamà episode. 
Tradition associates the great poet with King Vikramaditya one of whose 
nine jewels he is said to have been. He is also associated with a gardener 
woman in whose house he is said to have spent most of his time. Of the 
eight works with the Vidyottama episode Vikramaditya figures in four : 
the Kalidasah, the Mahakavikalidasam, the Kavikulakokilam and the Vidyot- 
tamükalidasiyam and the gardener woman, called Milini, in one: Mahā- 
kavikdlidésam. Vikramaditya serves in the works—in one of them, the 
Mahakavikalidásam, Malini too along with him—as the conduit for the 
union of the separated couple. 


In the Kalidasah the Avanti King Vikramaditya figures first as the 
father of Princess Priyangumaiijari (that is how Vidyottamà is called there). 
He figures again when the Acirya of the Agrama where Kalidasa had per- 
sued his studies speaking in superlatives about -his poetry informs him that 
after witnessing the performance of his Abhijfidnasakuntala the King 
Vikramaditya had made the announcement that he (Kalidasa) would occupy 
the highest place among his jewels and that he would be coming to the 
Asrama to bring him round for the sake of his daughter. He (Vikrama- 


_ ditya) begs forgiveness: ofthe great;poet^on: Hisidativhtere behalf. 
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Vikramaditya in the-Mahakavikalidasam is- brought'in when Kalidasa 
after a chance meeting: with Vidyottamà: on the-road:to-Narmadà goes:out 
fora bath. He is picked: up-as one-of the:palanquin:bearers:for the King. 
Itis while carrying the palanquin that he-permits- himself the remark : 
bháro na bàdhate rajan yathà:badhati-badhate, the weight does not pain me 
as mucl as does the form badhati:on hearing that of the King: ksanam 
vitramyatanm jalma skandhas:te: yadi badhati, rest for a: while, O despicable 
one; if your shoulder aches, which prompts him (the King) to ask his name 
which he gives out as Kalidasa. After this-he utters:an eulogy ofthe King 
which charms him into appointing him as one’ of the nine jewels of his 
Court reserving for him a garden for his stay with the lady gardener serv- 
ing as the connoisseur of his poemis. As the King gets ready to honour 
him he tells him to unite him with his wife, telling:him all that had' happen- 
ed with him in the past. Having come to know from the Dasapura ruler 
that the whereabouts of his daughter are not known; she having gone out in 
search of Kalidasa; he goes out to look for her. In the meantime the lady 
gardener assuming the form a demoness appears in Vikramaditya's Court, 
places a samasyd before all'the scared'courtiers telling them inter alia that it 
is Kalidasa who alone can solve it. A spy of the name of Balahaka sent out 
on the orders of the King spots him and le solves the samasyā instantly. 
A lady forest dweller on tlie other liand'comes across a distraughtlady who 
according to Balahaka’s information from other spies is no other than-the 
daughter of the DaSapura ruler, Vidyottama. The Dagapura ruler is 
brought in under the orders of the King (Vikramaditya) as also the lady 
gardener (Malini) who by posing the samasy@ had imparted urgency to the 
search for Kalidasa. It is they, both of them, Vikramaditya and Malini, 
who become instrumental'in the union of the couple. 


In the Kavikulakokilam the introduction of Vikramaditya has little 
connection with what precedes. He just enters the stage with his nine 
jewels every one of whom he asks to point out the superiority of his disci- 
pline. The judgement being left to Kālidāsa, he points out the superiority 
of poetry with convincing arguments in support of his view which thrill 
everybody present and prompts the King (designated. Emperor in the work) 
to confer upon him the title of Kavisirvabhauma, the Overlord of the 

Poets telling him that he would be Kayikokila, the cuckoo among poets. 


In the Vidyottamakalidasiyam he acts as the judge to decide about 
the application of Kālidāsa: for divorce and hears arguments for and 
against the same in.a poetic bout between Kalidasa and Vidyottama with 
the: stipulation that in case the-former, Kālidāsa, were.to.be defeated, he 
would.have to accept: Vidyottamá, If it were otherwise, Vidyottama, would 
be free to go wherever she-likes: Since: Kālidāsa cannot score over Vidyot- 
tama, he has‘to accept her as his-wife. Ina majority of the works the 
Princess. is shown having no hesitation in. accepting, Kalidasa when he 
comes:back to:her after acquiring learning. : 
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Another work where King Vikramaditya figures is the Kālidāsa- 
caritam in whose final stages Kalidasa is said to have bcen appointed at 
the head of his nine jewels. That Kālidāsa was one of Vikramaditya’s nine 
jewels isthe old legend. His having been appointed as their head is its 
new version. So is his renouncing the honour, shortly after its conferment, 
taking umbrage at the Queen’s stipulation that in the next play to be 
written by him on the life of King Vikramaditya, he (Vikramaditya) should 
be described to be having one wife only. Another old legend in the work is 
Kālidāsa’s having led an embassy tothe Court of the ruler of Kuntala, 
Kuntaleévaradautyam. In its new version he is said to have led embassies 
twice, first to the Court of the ruler of Vidarbha and the second time to 
the Court of the ruler of Kuntala. While the old legend has nothing of the 
motivation for it except perhaps the projection that, Kalidüsa was as much a 


success in diplomacy as in poetry, in its new version it is the intrigue of a 


character called Panditaraja who is envious of Kàlidása's poetic talents and 
the favour of the King that he enjoys thereby. The Queen siding him, he 
wants to see Kalidasa out of his way. The author of the work has confined 
himself to the very basic elements of the old legends to introduce which he 
has invented a whole lot of episodes and incidents like Kālidāsa being 


accompanied by his brother Raghunatha in Vidarbha, his being shadowed 


by two spies while in Vidarbha at the instance of Panditaraja, their molest- 
ing a dancing girl of the name of Sarasvati who had been deputed by the 
Vidarbha ruler to extract from Kālidāsa by mixing with him the State 
secrets of Malava, her crying out for Raghunütha—that isthe name for 
Rama that she uses, the chance appearance of Raghunatha (K4lidasa’s 
brother) and his rescuing of her, her getting attracted towards him and 
marrying him in secret, Kalidasa being put in prison by the Vidarbha ruler 
and his escape from it with the help of Sarasvati, his appearance in his 
house incognito just at the time when Panditaraja arranged the theft of his 
works, Panditaraja accusing Kālidāsa of having betrayed Mālava interests 
citing his association with Sarasvati as evidence, interrogation of Sarasvati 
and her satisfying the King of her bona fides by revealing everything to 
him, the Commander-in-Chief ’s getting upset at the special consideration 
shown to Kalidasa leading to his (Kalidasa's) being asked to submit his 
resignation from the External Affairs Ministry post and his doing so 
gladly which is preceded by his renunciation of the position of the head of 
the nine jewels. 

The other works, apart from those with the Vidyottama-Kaliddsa 
episode in this study are Kdliddsacaritam, Kalidasagauravam, Kavikáli- 
dasam, Kalidasiyaküvyasamblayam, Kavikélidasityam and KGlidasiyam 
Antimam Aitihyam. Of these the Kalidasagauravam has something of 
the Vidyottama episode in the propitiation of Goddess Kali and some- 


thing of the Vikramaditya connection. Kālidāsa is shown in itas an 
unruly student of a Mithila High School. In a Spirit of bravado he 


agrees tQ: 8wim,aeross .asriver-on-thevAmávasyacaightGandigo to the Kali 


An Ses 


xxiii 


temple in a dense forest. After Teaching the forest through frightful sur- 
roundings in pitch darkness when it has. started raining he writes his name 
on the face of the Goddess instead of the wall for fear of its being washed 
away by rain water, as proof positive of his having visited the temple which 
pleases the Goddess who blesses him, on his asking for it, to be versed in 
the Sastras as a result of which he shows his brilliance in the disquisition 
on the existence of God in a school in Saurüstra subsequently. He surprises 
everybody with his fluency in prose and verse. 


King Chandragupta IT called Vikramaditya praises in superlatives the 
Abhijitanasakuntala | after witnessing its performance. So does he the 
Meghadüta and other works. On Kalidasa entering his Court he embraces 
him and confers on him the title of Mahakavi. 


The work in question is evidently an admixture of the two parts of 
the old narrative. 


Kavikalidastyam is based on Kalidasa’s association with King Bhoja. 
of Dhara which also is supported by legend. It is mainly based on Bhoja- 
prabandha of Vallalasena some of the episodes from which it seeks to 
retell with additions and alterations, the most important of which are. 
Kalidasa’s stay in the house of a harlot Vilásavatt. There does exist a 
legend about Kalidasa’s association with a harlot. The author has made 
deft use of it. Not only has she been assigned the name Vilàsavatt, she 
had been made the centre piece of the narrative. The King resents Kali- 
düsa's association with her. A learned lady of the name of Sita in his 
Court defends it and requests him not to feel bad about it. On knowing 
the King’s displeasure Kalidasa withdraws from the Court and begins to 
stay incognito with Vilāsavatī. He is traced with the help of spies when 
he in the guise of a Carana completes the samasya placed before scholars 
by the King as they, unable to complete it, were fleeing the Kingdom. 
The King begs forgiveness of Kalidasa and allows his stay with Vilüsavati. 
The author has concocted a full story out of Kalidiisa’s association, as per 
the legend, with a harlot, to the point of the King relenting on his objec- 
tion to it. 


Just as a heavy superstructure has heen raised ona very seminal 
material in the Kavikalidasiyam, so has it heen raised on a similar material 
in the Kavikalidisam. Tts author has rejected all the popular stories con- 
nected with Kalidasa. The only old material that he has drawn upon is 
Kalidasa’s connection with King Vikramaditya one of the nine jewels of 
his Court he had been. The rest of the story is all imaginary. There is no 
tradition of Kalidasa's love for and marriage with the King Vikramaditya’s 
daughter Maiüjubhasint. The various incidents like Kālidāsa’s chance 
meeting with Vararuci and their going together to the Court of ‘King 
Vikramaditya, the recitation of a sloka by each of the nine jewels, Mariju- 
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the house.of a lady gardener:Puspitágrü—are 
nation. It is this very imagination which-had 
made him identify the Yaksa of the Meghadüta.with Kālidāsa. and: Raghu 
in the Raghuvarnsa with-King Vikramaditya. The-story of the Meghadita 
has been so reshaped that the Yaksa is supplanted there by Kalidasa. 
It is his pangs: which are described in the poem, tke pangs caused by: the 
separation from Manjubhasini.due to his exile ordered by Vikramaditya 
under the charge of his having enticed her. Similarly: the. description of the 
Digvijaya in the _Raghuvatiga is the description of the Digvijaya of 
Vikramaditya. The entire work is an attempt to bring out the poet in 
Kalidasa even while giving.an account,. purely imaginary of course .with the 
sole exception of his association with the-King Vikramaditya in the form of 
his being one of the nine jewels, the Navaratnas, of a part of his personal 


life. 


Kalidasa’s -stay incognito.in 
figments of the author's. imagi 


The story of Kālidāsa having been the Court poet of King Bhoja is 


also the story in part of the Srikdlidasiyam Antimam Aitihyam. Like the 
in-a harlot whom it also calls Vilasavati 


Kavikdlidastyam it also brings i 
introducing at the same time the episode of the hacking to pieces of Kāli- 

dasa by the same (Vildsavati) for the greed of winning the reward in com- 

pleting the samasya put forward by the'King which actually the poet had 

completed. ‘In this context the legend of Kālidāsa ` having composed the 

Camptramayana volunteering itto go under the authorship of his patron 
Bhoja; the work is'also called thereby ‘Bhojacampit; is introduced. This is 
done by the depiction of the revival -of the: poet:with the piecing together 
ofthis body. The incomplete character of the above work (the Campt- 
ramayana) is explained by introducing the episode of death ‘finally overtak- 
ing the poet when’he came upto the Sundarakanda. 

"The Bhojaprabandha story of Kalidasa completing the samasyd ka 
khaga gha with reference to a little girl who was in reality Sarasvati (the 
Goddess of Learning) herself in that garb, appearing in response to Kali- 
dasa’s prayers to bail him out of the difficulty when his intellect seemed to 
be failing him; finds mention in the present work too, the motivation for it 
being ascribed to the feeling of jealousy among Kaàlidüsa's contemporaries 
who:not liking the-King’s infatuation fer-him had . put forward. the:above 
intricate Samasyá to test-his.skill in:poetry. 


"The Kalidastyam Antimam Aitihyam is a story of the three lives of 
Kālidāsa. Asthe story goes, Sarasvati took a little longer to respond to 
the prayers of Kalidasa driving "him in a fit of temper to address her as 
rande, a loose woman, which infuriated her to curse him to be born dumb 
in his next life. 


-Kalidasa was born dumb. but . not in the very next life. There he was 
born as the son of an.old-Brahmin-near Varanasi. It.was he who:as à boy 
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had been revised by a Bhairava. It was in the third life that Kalidasa was 
born dumb. When Sankarácárya reached Kāñcī the Vaisnavas there not 
taking kindly to his Advaita philosophy made the stipulation that they 
would fall in line with him if he were to Provide speech to a dumb fellow 
roaming about there. Sankara seeing him recognized him to be the same 
Person who as a boy in his previous birth had revised his Sarirakabhasya 
and who still remembered it. At his behest the dumb fellow sang five 
hymns in praise of Goddess Kamaksi and spoke out seven hundred Stanzas 
in Arya metre, collectively called the Aryüsaptafati, much to the delight 
and surprise of everybody. 


Evidently the above legend invented by some of the admirers of the 
poet Müka has been joined on herc by making him (Müka) an incarnation 
of Kālidāsa. The work, therefore, is a queer amalgam of different legends 
connected with Kālidāsa; his having been a protege of Bhoja, a companion 
of a harlot, the real author ofthe Bhojacamp or the Campürümayana and 
finally reborn as Müka in one of his incarnations. 


The only work which has no tradition of any sort about Kalidasa is 
the Kalidasakavyasambhavam. Itis basedon a reference in Mallinatha’s 
commentary on the Meghadita in explanation of the derelection of duty by 
the Yaksa in not gathering the fresh flowers one morning for Kubera’s 
worship of Siva which made Kubera Pronounce a curse on him to undergo 
exile for a year. It was during the exile that the Yaksa in the Ramagiri 
hills noticed a cloud in the rainy season and decided to send a message 
through it to his beloved in far away Alaka, 


It was a novel idea to dramatize the above incident and to trace the 
Meghadüta therefrom. There is no Yaksa in the present work, no Yaksi, 
not even Kubera in the form of lord of the Yaksas. There is nothing divine 
or semi-divine. Every character is a human being. 


The most basic change introduced refers to. the person exiled. ‘It is 
not the Yaksa who is exiled here but Kalidasa himself. It is he who sends a 
message to his beloved who in the present case is Malini, either a gardener 
woman to whom, as per tradition, he used to recite his compositions to 
elicit her opinion or a river of that name personified. Kubera is made the 
maternal uncle of Kālidāsa and given the name Kubera Sharma and 
Megha called Megharaja, is made the latter's (Kubera’s) son. 


There is novely not only in the content of the theme but also in its | 


Stage presentation. Kalidasa while reciting or writing his composition is 
shown on the stage with a spotlight while the memories surging in his . 
mind are shown in paintings as backdrops. 


In replacing the Yaksa by Kalidasa the author seems to be guided by E 


the fact that the depth and the intensity of feeling can go well withthe 
Very person describing the separation and the pangs occasioned by it, It 
must, therefore; be Kalidasa himself who through the medium of the Yakşa 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





xxvi 


was describing his own condition. If that be so, why have then the 
medium ? Why not have the person directly undergoing the experience 2 

The last of the works in this study, the Srikdlidasacaritasatigrahak 
has two parts. The first one in verse which is much smaller gives in sum- 
mary form the Vidyottama episode with much the traditional incidents with 
the exception of the two, one, it depicts Kalidasa grazing goats in his early 
years and the other, his gaining poetic talent, as said earlier in a different 
context, out of the slip of the betelnut juice into his mouth from that of the 
Goddess as she laughed at his rustic speech. The second part in the form 
of conversation between two or three characters examines the many points 
of criticism against Kālidāsa and the theories held about him either 
traditionally or otherwise. The points of criticism are : (i) the propriety of 
sending a non-sentient thing like a cloud to convey a message, (ii) not des- 
cribing the birth of Kumara while titling the work K&marasambhava, the 
birth of Kumara, (iii) describing in lurid details the love sports of Siva and 
Parvati, (iv) showing indifference towards sentiments other than Erotic, 
(iv), employment of Yamaka, admittedly an inferior form of poetry, in 
Canto IX of the Raghuvamsa. These objections the work meets success- 
fully. The theories discussed are : (i) Kālidāsa was one of the nine jewels 
at the Court of King Vikramaditya, (ii) as per the Bhojaprabandha, Kàli- 
dasa, Bana and Magha, etc. were contemporaries, (iii) Kalidasa had friends 
in the Kuntala King Pravarasena and the Simhalese King Kumäradāsa (the 
author of the Janakiharana), (iv) Vikramaditya, i.e., Chandragupta II, got 
the Setubandha written from Kālidāsa in the name of his daughter's son 
Pravarasena II, (v) Matrgupta described by Kalhana is no other than Kali- 
dasa, (vi) Kalidasa had an association with a harlot with whom he would 
Spend his time. All these theories the work discounts. The ones it uphold 
are: Dinnàga and Nicula referred to ina Meghadüta verse were actual 
characters of the name, one a critic of Kālidāsa and the other his suppor- 
ter, and that there is reference, obliquely again, to the King Vikramaditya 
in the title Vikramorvasiya and the phrase anutseko vikramalankaraf. 


The work is unique in that it brings together all the points of criti- 
cism against the theories about Kalidasa and puts a searching spotlight on 
them. It is an attempt to sift the tradition and to find out from it what is 
acceptable. From the point of view of discovering Kalidasa as an indivi- 
dual the discussion on the theories is much more important than the 
rebuttal of the charges of impropriety against him. 


From the above analysis it should be clear that in some works on 
Kalidasa there is more of hold of tradition than in some others. Of all the 
legends and the episodes it is the Vidyottama episode with its string of 
colourful incidents that exercises greater hold in the modern Sanskrit 
writers, eight out of a total of fourteen of them having dealt with it in 
their works, in some form or the other. The next in popularity in the 


descending order are the Vikramaditya and Bhoja episodes, All these are 
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adequately spiced by a number of old incidents involving Kalidasa in some 
way or the other. These have given ideas to modern writers to base their 
composition on. The basics of these ideas remaining the same, the form in 
presenting them differs with the result that each composition even when 


dealing with the old theme has a character of its own j 
on its own merit. Anc Res to)be uo ger 
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KALIDASACARITAM 


——— 





his five-act play by Sri S.B. Velankar, was published from Bombay 

in 1961. Sri Velankar has woven its theme out of his own imagina- 

tion basing it, as said by him in the Preface to his work, on the 

impressions formed from his study of Kalidasa's writings. In creating 

it, he has proceeded on certain basic assumptions. One, that Kālidāsa 

was a contemporary of Candragupta II of the Gupta dynasty w*om he 

identifies with the legendary Vikramaditya reputed to heave nine 

celebrities, collectively called the Navaratnas, the Nine Jewels; Kalidasa 

included in them, in his court. Two, that he was sent as envoy by his 
patron (Candragupta Vikramaditya) to Vidarbha. 


Theme 
First Act : i tions for the spring festival. 
ct: The play opens with the prepara unidos 


Queen Vasudha is shown waiting anxiously for king Vil i 
Time passes by but the king does not turn up. The Queen is ae n 
worried at this. Then appears Panditaraja with the information t i M * 
Kālidāsa had insulted him in the royal court that day. The Stace ES 
angry at this and thinks of the means to send Kalidasa out of the cap B 
(Ujjyin), In the meantime comes Vikramaditya, He is full rm 

for Kaliddsa's proficiency in samasyapartt and remarks that he A Ama: 
is certainly more learned than Panditardja, which the Queen TT 

like, for she, in her heart of hearts, wants to got rid of Meu au 
then comes Kalidasa and joins tho King, the Queen and ths du 0 
He comes with the information of Vidarbha’s plot. The King e 
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discuss the whole thing with his Chief Minister and his Commander-in- 
Chief, before making up his mind on any course of action. In the mean- 
time, he orders a competition between Kālidāsa and Panditaraja for 
extemporaneous composition of verses. He asks the Queen to be the 
judge and to find out for herself as to who of the two is superior to 
the other. The competition begins with Queen Vasudha as the judge. 
Both rivals compose verses and do the samasydpiirtis and the like. Now 
here, too, Kalidasa's verses prove far superior in merit to those of the 
Panditaraja. Queen Vasudhi herself has to concede this, but she cannot 
reconcile herself to the popularity of Kālidāsa. The seeds of jealousy 
sown by Panditardja seem to have taken deep roots in her mind. 

Vikramaditya comes to know from the Chief Minister that the king 
of Vidarbha, in collusion with the king of Kosala, is plotting to 
overthrow the king of Malava. In the light of this, it is decided to send 
somebody to Vidarbha to lead an embassy to its court. Queen Vasudha 
finds this the right moment to get rid of Kalidasa. She advises the King 
to send Kalidasa to the court of Vidarbha as ambassador. She also, at 
the same time, devises such measures as may make it impossible for 
Kalidasa to return to Malava. Kalidasa very gladly accepts the assign- 
ment and in high spirits leaves for his home. Panditaraja, on the other 
hand, prepares a scheme for the removal from the residence of Kalidasa 
of all of his works through one of his accomplices. Vasudhà sends that 
very accomplice to Vidarbha to keep a close watch on Kalidasa’s move- 
ments. During his visit to Vidarbha, Kalidasa is accompanied by his 
brother, Raghunatha. 

Second Act: Sukirti, the ruler of Vidarbha, is extremely worried at 
Kalidasa's diplomatic mission. He tries to find out from him some 
important secrets of Malava, but fails. He is highly disappointed at 
this. He, however, comes to know that Kālidāsa is well aware of 


‘his (Sukirti’s) collusion with the ruler of Kosala and their jdint plot to 


launch an attack on Malava. Sukirti is afraid of this 'information 
Passing to Viktamaditya. So to prevent Kālidāsa from going back to 
Ujjayint and submitting a report to his, King about his (Sukirti’s) plot, he 
(Sukirti) arrests him and puts him in prison. Still undeterred at his 
efforts im getting hold of some secrets of Mālava, Sukirti appoints a 
girl named Sarasvati, a charming Singer and dancer, to keep company 
with Kalidasa, To facilitate her work, he hands her over a ring with 
Toyal Insignia, At this the Story takes a different turn. Sarasvati, 
while on her way to Kalidisa’s apartment in prison, is molested by 
Govinda and Gopala, the two spies who have been assigned by Pandita- 
raja and Vasudha the duty of keeping a watch on Kalidasa’s movements 
in Vidarbha. They express their desire to Sarasvati to marry her. 
Sarasvati’s honour is at stake. In these moments of distress, she prays 
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to Raghunatha (Rama) to save her. Now we havea dramatic irony. 
The name of Kalidasa’s brother, too, is Raghunatha who happens 
to pass that way. He thinks that a woman in distress is calling out to 
him for help. He appears on the scene and rescues Sarasvati who 
is naturally highly grateful to him. When she comes to Kalidasa, she 
tells him that she is his friend and that she would prove helpful to him 
in every possible way. Just as she is saying this, Raghunitha comes. 
Kālidāsa introduces Sarasvati to him, little knowing that they have 
met each other earlier, too, by a strange turn of events. Sarasvati very 
well recalls the words of praise for her husband’s younger brother that 
Alaka (Kālidāsa’s wife), her one time friend, had uttered once. She was 
already feeling attracted towards Raghunatha. Now, having had an 
opportunity to sce him, she falls in Jove with him. She also frees 
Kalidasa from captivity by some device. Kalidasa continues to live in 
Vidarbha disguised as Raghunatha. Sarasvati and Raghunatha, too, live 
together and marry each other by Gandharva rites. 

Third Act: King Vikramüditya does not have any news from 
Kālidāsa while from other sources he learns that he (Kalidasa) has 
been put under arrest by Sukirti. He feels inclined to launch an attack 
on Vidarbha to punish its ruler for having broken the age-old convention 
of diplomatic immunity but the very idea of the killing and destruction 
which a war entails, puts a brake on him. Thisis one side of the 
picture. 

The other side is furnished by the arrangements that Panditaraja 
makes for the theft of Kālidāsa’s works during his (Kalidasa's) long 
absence from Ujjayini. At Panditaraja's instance, one Govindabhatta 
goes to Kilidisa’s house to remove from there by theft all his works. 
Now it so happens that Kālidāsa, who has slipped out of Vidarbha 
prison and has come back to his house in Ujjayini the same day quietly 
notices the thief in his house and catches hold of him. At this, Alaka, the 
wife of Kalidasa, gets up from her bed and thinking Govindabhatta to 
be- a fool who has entered the house through mistake, requests Kalidasa 
(who is disguised as a policeman) to release him. It is only after some 
time that Kalidasa discloses his identity to Alaka. This rather unex- 
pected union of the separated husband and wife provides intense 
happiness to both. 

Fourth Act : Back in Ujjayini, Kalidasa tells everything to Vikrama- 
ditya who becomes all the more favourably inclined towards him and 
sends him to the Kuntala country as the head of a diplomatic mission. 
Kalidasa’s absence from Ujjayini once again provides Panditaraja an 
opportunity to hatch a plot against him. He proclaims him (Kalidasa) a 
spy of Vidarbha. Panditaraja goes to Vikramiditya with this 
allegation. As a proof for this, he points to Sarasvati,a girl from 
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the Vidarbha country, who is living in Kalidasa’s house. Vikramaditya 
tells Panditaraja that if what he had said is proved correct, then 
Kalidasa would surely be punished. But if, on the other hand, Pandita- 
raja’s allegation proves false and fabricated, he (Panditaraja) will have 
to suffer the punishment which Kalidasa may fix for him. Panditaraja 
agrees to this, Sarasvati is called to the royal court. She reveals there 
the secret of her marriage with Raghunatha, Kalidasa’s younger brother, 
. and gives satisfactory answers to the questions put to her. Panditaraja’s 
allegations are, thus, proved untrue and he is ordered to clear out of 
"Ujjayini immediately. 

Fifth Act : King Vikramaditya honours Kalidasa for all the varied 
services rendered by him to the State and for all his poetic works com- 
posed uptil that time, which, of course, do not include the Raghuvansa. 
He (the King) puts him at the head of all the nine jewels in his 
learned assembly. 

Vikramaditya holds the view that a poet is far superior in impor- 
tance tc a soldier for, he saves everybody and immortalizes the bravery 
of the kings by his poetry. The Army Chief, however, disagrees with 
him. Says he, “A: soldier's contribution to the safety of his country 
is the same asa poet’s for the prestige of the country.” He (Army 
Chief) does not like the honour done to Kālidāsa. This hurts Kalidasa. 
He is further pained at the stipulation by Queen Vasudha conveyed 
through Sarasvati that in the next plays to be written by Kalidasa on 
the life of Vikramaditya, he (Vikramaditya) should be described as 
having one wife only. Thus does Kalidasa give expression to his injured 
feelings : “Who are these people to order a poet while they themselves 
are incapable of restraining the King from having more than one wife 2” 
He asks Sarasvati to carry the letter of resignation from the post of 
the Chief of Poets, to which he was appointed only a little while 
ago. Sarasvati agrees to do so and leaves to meet the King. Just at that 
very time, the Chief Minister enters Kalidisa’s house and informs him 
that he (Chief Minister) has been sent by the King to secure his resigna- 
ton. On an enquiry from Alaka, he tells her that after Kālidāsa had 
been honoured, the Army Chief went to the royal palace and requested 
the King to relieve him of his present post on the ground that if he likes 
Kalidasa, the envoy, then what has he to do with the rather redundant 
office of the Army Chief, The King tried to pacify him and bring him 
round and put in efforts to persuade him to change his decision. But 
he was addmant and would notlisten. So finding no way out, the King 
orders Kalidasa to tender his resignation from the External Affairs 
Ministry post. The Chief Minister carries with him the draft of the 
resignation letter. He gives it to Kalidasa for his signatures. Kalidasa 
feels highly relieved at this and tells his wife that he is no longer a 
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subservient royal employee. He can now breathe freely and will 
henceforth devote himself entirely to writing poetry. He expresses 
the wish to take up for the theme of his poem the history of the whole 
race of Sri Ramacandra. And that will win him fame and honour, 
not honour from the King, but honour from the people, young and 
old, learned and unlearned, till the sun and moon last. He then prays 
to lord Siva. Then enters the King, the Queen (Vasudhà) and the 
Army Chief. They are about to enquire from Alaka as to why 
Kalidasa has resigned from the post of the Chief of the Nine Jewels 
also. Alaka intercepts them and says that the mortals should cause 
no obstruction to the Production of ambrosia on this auspicious 
moment. Kālidāsa is free from all restrictions. He comes out with 
the first verse of the Raghuvarisa. Flow forth then other verses followed 
by a shower of flowers from the sky. After this is uttered the 
Bharatavakya and that brings the play to an end. 


Critical Appreciation 


The eminence achieved by Kalidisa in literature has made him a 

centre of a number of legends that have grown round him over the years. 
One of them is that he was a fool initially but came to acquire learning 
by the grace. of the goddess Kali after having been married to a 
learned Princess deceitfully and rejected by her. The other is that 
he was one of the nine jewels, the Navaratnas, in the court of King 
Vikramaditya, The third is that he led an embassy to the court of 
a king, according to some of Kuntala, according to others of Vidarbha 
and according to still others of Simhala. The fourth is that he had a 
friend in a lady gardener with whom he would discuss finer points of 
poetry. The fifth is that he was in love with a harlot and was cut to 
pieces by her out of greed to win a royal reward while he was staying 
with her. Ail these are not just figments of imagination. They do 
have a basis, though absolutely weak; just a name, either of the 
poet or one of his characters or his disposition as revealing itself in 
his works. Thus, the first legend derives itself from the name of the 
poet which has in its first part the name of goddess Kali. Unmatched 
excellence is unusual and can be had only through divine grace. Thus 
ran the popular thinking. And who could that divine being be except 
the Divine Mother, the all-powerful Kali, whose name the poet 
carries in his. The second legend is based on the name -Vikrama 
occurring in the play, the Vikramorvasiya which is taken. as a 
reference to his patron, the king of that name, by him. "The third has 
its connection with the now extinct play, the Kuntalesyaradautya; it 
being taken to refer to his own story of leading a mission to the 
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court of a ruler. The fourth and the fifth owe their origin to the 
universally accepted excellence of his in the depiction of Srügara, the 
sentiment of Erotics on the basis that the poet who could create such 
descriptions must have been himself also a great rasika with his own 
love affairs. : 

Our playwright has picked up for the theme of his play the second 
and the third ofthe accounts as given above. wince they. are too 
laconic to allow a full-length play to grow out of them, he has added 
to them much that is his own. Except for Kālidāsa and Vikramaditya 
all the other characters in the play are his creations. The entire 
episode of Panditarája feeling jealous of him and contriving all the 
while to get him out of his way by being sent to Vidarbha first 
and to Kuntala later which runs through most parts of his play is the 
playwright’s innovation. His other innovations are the introduction 
into the play of Vasudhà— that is the name that he assigns her—, the 
Queen who is said to have been a Princess of Udaipur before being 
married to King Vikramaditya of Ujjayini and Panditaraja, the learned 
poet who accompanied her after marriage; he too is said to belong to 
Udaipur and connected with the royal Court; the reason enough fo: 
her to favour him as against Kālidāsa whose superior poetic talent had 
started eclipsing him and making him lose his pre-eminent position and 
win the special consideration from the King, making him stoop so low 
as to arrange for the theft of the works of Kalidasa. The introduction of 
the Vedic Pandits Gopàla and Govindabhatta who are made to serve 
the nefarious designs of Panditaraja and their marriage with the two 
palace maids Madanika and Nipunika is still another of the playwright’s 
original creations. So is the introduction of Sarasvati described as 
a childhood friend of Kalidasa's wife Alaka—, that is the name the 
playwright assigns her—in this he probably was motivated by the city 
of that name occurring in the Meghadiita—who arranges for the escape 
of Kalidasa after he had been put under captivity by the ruler of 
Vidarbha and Raghunatha introduced as the younger brother cf 
Kalidasa who accompanies him to Vidarbha to oversee his well-being 


and who through a strange turn of events comes into contact with . 


Sarasvati and is united with her in marriage later. The originality of 


the playwright is also noticeable in the renunciation of the honour - 


of the headship of the nine jewels conferred on him bythe King, thus 
freeing him from the onerous duties of the State to enable him to 
devote himself fully to his literary pursuits. To add a little spice 
to the theme, the playwright has invented the episode of the opposi- 
tion of the Army Chief to what he feels the excessive importance shown 
to Kalidasa in placing him at the head of the nine jewels and a 
discussion on the comparative roles of the poet and the soldier in 
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leaving a better and more permanent impact on the sands of time in 
which the King comes out openly in defence of the poet, Though 
superior in argument, the King is not able to convince the Army Chief. 
who, out of pique, resigns his post. To salvage the situation, the King 
asks for the resignation of Kālidāsa from his External Affairs Ministry 
post, now that he has been elevated to the position of the Head 
of the Nine Jewels to which the Queen also makes a reference. The 
playwright has introduced a dramatic irony here in that the very 
ground on which Kalidása's resignation from his External Affairs 
Ministry post had been asked for had become redundant in that he had 
himself tendered his resignation from the new position of the Head of 
the Nine Jewels even before he had received the royal orders for vacating 
the earlier position of an official in the Ministry of External Affairs. 

For Kalidasa two things take place in quick succession. One 
position he relinquishes himself, and the other he is made to leave, 
thus rendering him totally a free man, free from the responsibilities 
of the State, free to soar high on the wings of Poesy. It was in this 
frame of mind that he thinks of composing a Mahakavya on Sri Rama- 
candra and his entire solar race. He is now not to take orders from 
somebody as to what type of work he should compose. His free 
spirit had revolted at his being ordered by the Queen that he should 
compose the Vikramorvasiya in such a way as to depict the King in it 
as having only one wife. It was this revolt that had prompted him 
to tender his resignation from the most coveted of the positions of 
that of the Chief of the Nine Jewels. 

Kalidasa’s life xs an advancing poet, as says the playwright in the 
Preface, is an undercurrent of the play which begins when the 
Rtusatihara had been composed and ends when the Raghuvanisa is to 
begin. The Meghadiita and the Malavikagnimitra are shown to have 
been composed when Kilidasa was an envoy at Vidarbha. His 
Kunatlesvaradautya, supposed to have been lost, is also referred to in 
the play. 

It has been an endeavour of the playwright to show that Kalidasa 
was as successful as an ambassador as a poet. That is why his story has 
it that Kālidāsa succeeded in stopping the hostilities between Vidarbha 
and Kuntala and putting them on a firm footing of friendship and 
cordiality. Queen Vasudhà takes him for a diplomat only. 

She cannot believe that Kalidasa can ever be gifted with poetic 
qualities. That is why she asks Panditaraja not to worry : 

agar --- Ausweg rere Tae Td TA: 1 
q Ader waar mergana at mfadafer i 


1, p.5. 
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“Vasudha—Don’t you be afraid. We may putin captivity this 
Ujjayini-born Kalidasa. How can he be a poet working as he does in 
the Ministry of External Affairs ?” 

The rise of Kālidāsa prompts his opponents and even queen Vasudha 
to continue plottings against him from beginning to end. But all their 


evil designs come to naught. 
Kālidāsa was a simple and straightforward person possessing at 


the same time the rare qualities of adroitness and courage and was highly 
devoted and loyal to his master. That is why he says : 


we as: eter fare mR d 
q epi weitem AMT HTW NWTSNTW dI 


"How can a King, a part of Visnu, commit a wrong ? Can the 
darkness of the night envelop (touch) the light of the luminaries in 


the sky ?" 

Kalidasa is deeply attached to his wife but places his loyalty to the 
country above it. Alaka is eager to accompany Kalidasa to Vidarbha but 
he refuses to take her which makes her unhappy. Kalidasa notices 
her sadness and tries to console her in the following words : 


q yer lear slat ex | 
fag eer aaaea, 11” 
giaa fanagat fafa ATAT i 
maA aaa, aAa AeA 
sama BAL Ft Arar 
afa aad STUPRI a a aed Peaster i 


“Don’t you think that in your separation I can have an easy life. 
But one has to sacrifice personal cumfort for the cause of the nation.” 
He further says; “Dear friend ! Our prosperous land is surrounded all 
over by misfortunes. The time will lead the good sons to the service of 
the Mother. The brave will go to the battlefield cutting through the 
noose of love. The conqueror of the enemies will not tolerate living in 
the house of his spouse from now-on.” 

In the above words has been described Külidüsa's love for his wife 
and his country, That he loves his wife is beyond doubt but when the 
question of his loyalty to the country comes, he does not hesitate even 
for a minute to sacrifice his love for his wife, 


We come to know of Kalidasa’s political sagacity, his ability in dip- 


lomatic manocuvres and his supreme quality of fearlessness when he gives 


1, p.89, 2. p.25. 
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an effective reply to king Sukirti, the ruler of Vidarbha, who had 
threatened him with capital punishment on account of E R 
carried on spying activities in his kingdom. Kalidasa's words Uttered at 
this most fateful moment of his life, breathe the spirit of a free citizen 
and show his indomitable courage. Says he: 


mrRrsTe:---mTUR We Pru fagatfan: pd dr wife: arta ar 1 


aaa MATAR | Mee HT | erga Toe 
aT F 1 maakt aq were Stree | 


Tatty :--- 
ata afegia wn 
«rat rat dare quil i 
ae wired afa wurfads- 
giada: adie WaT: di 


"Kàlidàsa—Whatever orders the ruler of Vidarbha may pass, I 
am not frightened of them. They will not be able to hinder or disrupt 
my work. By that you would only gain the hostility of the Malava 
country. The kings would hate you for murdering an envoy. Now my 
life is in your hands. Still I ask you to do whatever you may like 
but think before doing it. It is not good that innocent people may 
have to undergo sufferings due to the indiscriminate and thoughtless 
activities of their ruler.” 

After his return from Kuntala, Kalidasa is honoured by his King. 
Even at that time, we find him steadfast in his loyalty to his country. 
Says he : 


maa s xdi wa rfe 
mm ya cane way | 
am agi enm aA USSR 
shaq Radisa aq TT WHTTTH: | 
“Not out of any desire for (material) gain did I use those words. 
That this is true, the king knows very well. While working for the 
nation, I did not care for my body. That I am still living is no fault of 
mine.” A 
Kalidasa is eminently successful in the matter of doing one's duties; 
He is nevertheless fully alive to the tender side of life too. T 
_ 18 why, he could compose the Meghadiita even while living in a car 





l. p.31. 2, p.86. 
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cell when his heart_was touched and pained with separation from his 
beloved. When he feels that living far away, as he does, he is not in a 
position to send a word of comfort to his wife through any other 
means, he sends it through a cloud. The poet in the playwright is seen 
at his best here. The emotional upsurge in a heartis described in 
words which are simply-matchless. Thus cries out the unhappy poet : 


ua us duum fp aqso t cate, ara 
fadanraqag 3 Agafa | x aria, waar fara sert sanaa, 
a wae ahem | dig gered Tear: Weg | WWW TI 


We we agi qaa: orattteraatel 
ae qub ggat: eiia: | 
ver dw seme senem aftr ed 
gatat farga ertt uum: I 


qi ait meam, ma at far a marfa | 
maat eaf wren aT raran: 
qa * gx maReigina faae | 
gnare ST gafercerer faae dl 
ster rer agfa ffair 11 


(aei terres) fr eth | WR erar mrda? wr ferent, ST 
qima hai faali ere Heu] efter a oa ara peperere 
aimada qdreerf 1 


There is only one cloud which is proceeding towards the West : 

“Oye! the cloud ! why don't thou move towards the western 
quarter to rescue the sun ‘which hos sunken in the ocean, or O cloud, 
is it that thou art speeding to”‘console the: western quarter which is 
feeling the pangs of thy separation 2x 80;: auspioloua be thy: path. Thou 
hast everything available to theair - 

The breeze is blowing gently, ‘removing the pain of the fatigued, 
Its touch is eco! while it Is belng made fragrant by clusters of flowers 
growing on avery: tree; O:eloud; thou.art.the only. one moving like a 
ship ia the ocean'of the aly. lt S the effort ef the geed to remeye, the... 
hardship of the afflietedi- sis i suy 

This being 80, O Jauh, sis den't d pay any "attention te. me. 


while Fam ia’ trouble ?:Theu: arti the refige of the.afilicted,, Can - 


thoi earrj ^the' ‘message ofomeswhe has. been, separated, (from “his. 4 
beloved) for the love of the King 9) dt 1s for thou te sonsole, Alaka Whe 


lı p 39. S8 X ES zi 
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due to separation is miserably tired and restless. The only thought in 
her mind is that of his lord (Kalidasa). (Behind the curtain is heard the 
thunder of the cloud). Why this thunder ? Is it thou thinkest as to how 
thou can do it ? O thou, the lord of lightning, thou sustainest the entire 
world. Then how is it that thou do not make the heart of our brother’s 
wife, which is as tender as flowers by carrying my message for her ?" 

The play has a number of popular metres, the more prominent 
of them being Indravajra, Upendravajrà, Upajati, Drutavilambita, 
Prthvi, Bhujaügaprayüta, — Mandakranta, Malini, Rathoddhata, 
Vaitültya, Vasantatilaka, Varhsastha, Salint, Sardülavikridita, Sikharini, 
Svāgatā, Harini and soon. Some of the rather unfamiliar metres like 
Vidhyangamila have also been used. Apart from this, the Prakrit 
metres like Dindi and Saki, too have been employed. The style of 
singing the songs is traditional except in certain cases where the 
author experiments with new styles of singing and marking time. 

The contemporary political activities have been conjecturally 
described in the play. How the kings could find out each other’s secret 
and went to wars; their diplomatic manoeuvres and attempts at subver- 
sion have all been dealt with in the present play. True to the age-old 
rules of dramaturgy, the author has not depicted any scene of actual 
warfare or bloody conflict on the stage. 

The present work is the author's second, the first one being the 
Saiigitasaubhadram, a Sanskrit rendering of a Marathi play of the same 
name. The peculiarity of both lies in the absence of Prakrits and an 
English introduction, The author justifies the departures from the 
established practice on the ground that these would introduce an element 
of novelty into the works which would make them more interesting 
and useful for the present-day audiences and readers. The modern plays 
should not, says he, be the copies of their old. counterparts in style 
and technique. The English introduction, too, is justified on the same 
ground, the intelligentsia being more familiar with English would 
find it easy to know the theme and to appreciate the other important 
features of the play. 

Since the play has Kalidüsa as the hero, it was natural for the 
playwright to adopt verbatim some of the verses or parts thereof from 
the works of the great poet as may be seen from the following 


examples ; 


fatarfcqhararegn tarp ATTAT: | 
S gif aiiai MATA RANT: TAATA: | 


1, p.4 (Rrusamhara, 6. 17). 
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(uw) minami ferret miaa SSISDTTUTW | 


Fae SYA WRIT Maes TAT: 117 


(T) ae aa agi Ta: araen: U 


() 


qaam err sew aerate fp. 
ww 4d gx quem RIT | 
AAT WT ZARTXSTRT SIRTRRIGI Weil 
area ata agfa witfaeniresferarr i 
wii aa yaala gencradarai 
areata cat eA ered Wu 
ania cafa ffram gapit 
aen ATT TA ATT TSETRTHT U^ 


(x) war xa satel farerarfaremrgg eearferqtur; à 


faerit sf: WeTW wafer 15 


(s) amia ag arm | 


SRI: frst ae ridi ie 


The style of the playwright is easy, fluent and idiomatic. At some 
places, the idioms and proverbs have an old ring about them while 
at other places, they look strikingly modern in thought and content. 
A few examples of each one of these would bear us out : 





1 gait fg dne: | sae g A are staffer 17 

2 a Raagmaa darter WWE Carita 18 

3 aeaa wegen 1° 

4 aga silber 1° 

3 Aaf mafi ag asa gear 1 

6 qai Wed TIEN nt 

7 wheat fena | dtet g mafa died rfr fare ft 1 

8 Pare war nat ag C a aan 14 

9 — thax faea facta 15 

10 afin: TUE: l i g Par 1" 
1. p.4 (Rtusamhara, 6. 3). 9. p. 9. 
2. p.39 (Meghadita, 1. 10), 10. p. 14. 
3. p.39 (Meghadita, 1.7). 11. p. 16. 
4. p. 39 (Meghadita, 1. 6). 12. p. 16. 
5. p. 72 (Vikramorvasiya, 3. 8). 13. p. 66. 
6, p. 99 (Raghavam$a, 1. 1), 14. p. 75. 
7. p.3. 15. p. 79. 
8. p.3. 16. p. 88. 
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Occasionally, we meet with, in the play, some Subhdsitas, too, 


which contain happy ideas couched in an equally happy style. -As an 
example we quote the verse below : 


wat; f oaa: urgere fro wz l 
qafa ga aa Woe aaa T aai UU 


The play has a good sprinkling of comic element, . too. When 
Kālidāsa gets fame and Gopäla gets wife, Govinda Says, “What have I 


got?” Then there begins a very pleasant conversation between 
Govinda and Gopala? : 


Tfarq:---% Tae | serere eer sfr: wer rfr Aes, MEAT 
g ar f: ? 


Govinda—“O Gopāla! Kalidasa has won fame and you have got 
love but what have I got 2” 


WISTS;---3fe: 1 

Gopala—‘Salvation.” 

Tifare:---me oft 3 ouf: 2 

Govinda—''How salvation for me when I am still alive ?” 

NA: TST WATT Hun WW | 

Gopāla—“Tt is we who have been bound. You are indeed free.” 

Tae:---4y cj ag: ? 

Govinda—-“With what are you bound ?" 

TITA:-—-TATT: | 

Gopāla—“With the nooses of the world.” 

mtfereq: sat 2 

Govinda—“By whom ?” 

WNTer;--- Rf | 

Gopala—“By Madanika.” 

wtfara:——-afe arr qa fra: 

Govinda—“Then I like this bondage.” 

Teare:---tay | fererer geld gabe faagatsenga 1 afr qum 
at gen ga AST Mate: | aT A curi wag | aT eT 

Tal A: d 


1. p.96. 2. pp. 89-90. 
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" Gopala—No, dear friend ! I have realized, I am awakened, [ have 
clearly perceived. But this awakening of mine is like the 
"building of a bridge while the water has run out. Don't 
; stumble. Don't be bound with the noose of a woman.” 
Afara: edhyearer ea at aata ? 
Govinda—“Why.is it that having first enjoyed the feminine pleasure, 
you do not let myself have it ?” 
Ana: tanga get wa ard far sem: miig 
TARAS Wege qund, Hae FETA: maafa | 
Gopàla— No, O fool; A woman appears charming from a distance 
only. With the holding of her hand one's own hands are 
tied in tight chains; not only hands but feet, too.” 
iifara:--—t ort fi aufer ? faa gfe i 
Govinda—*I cannot make out what you say. Be clear.” 
SIWTG;---W*g aT Hale da qwrhr? 
Gopàla—''Look at me. Do you find any difference ?" 


viffesa:---gfeaerergtietsfer | 

Govinda—' Yes. You have become pot-bellied.” 

Wt: FIAT mW: ? TATA ? A: Aa wet A 
fafaser: 1 

Gopala—“How have I become so ? Do you have any idea? The 


‘stones of the worldly unhappiness have entered into my 
belly.” 


Afaa: | a feaa ge Wee d 

Govinda—-“This is not true. No unhappiness would enter into your 
belly. 

TIS ;---X WR HoT fea | STE TAR aAA | AAA, d 


Gopala “You see my food. I do not take much food. You 
know it already.” 


Tare -HARER | ae t rsen wp UT | 

Govinda—“You take food which is sufficient for one he-buffalo. 
Indeed, you don’t take more than that.” 

TTT i-na Aare Wurf, aak quiu d wea’ aT TAI UT ‘ATT 
tag Areata, afamat wert, safe dp aA 
erar Fret Alenia aof 1 


—— 


1. -pp. 89-90. 
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Gopila—“Each time I say to Madanika, ‘this much food would 
suffice for me,’ she would insist with the words, ʻO 
lord; Modakas are delicious. Have them more. I know 


you like (rich) meals’ and saying this, would give me 
more.” ` 


Similarly at other places, too, we meet with comic scenes which 
excite laughter and provide a good relief against the intense political 
and diplomatic activities described in the play. 


The author's language is characterized by a fair degree of 
alliteration. Apart from the songs where it is a must with the author it 
is found elsewhere too, o.g., 

(9) gasea card wezfpwi qoraga! 
(€) 9t mfasiri tfi uni frd 
(7) uefe sear fafaa erred , , 4 
There is however ono verse where it is employed with the happlest 


of effects. The sequence in which the simiiar sound recurs has Imparted 


to it a charm which is all its own. For proper appreciation we reproduce 
it below : 


mran: rrara af 
ferearearfercturficrcefertered targa: | 
menre iargain i- 
senar, ware afir, earertaetafers 114 
The language is generally freo from any serious irregularity. Words 
like krntana", otc., however, do jar on the ears. 


The author shows his knowledge of the fundamental principles of 
the different sistras In hla work. Of Vedünta In : 


(s) s tp rer rtr emeret menm | 


ait f1 


Mi^ 








ATI T eret edit spirare |? 


; "Of Nyàya in pusia 26011 
eno (a) iin hi JE iR RU Rog navig vbroiis bad woh 
soi, WT ARE ETAT a LU nan: 


1:08 Vylkarana in {ysg vie: islam sir bass 





) e Caeinbo sz cboonivei vslq fneryuq off ui tod disg 
= : E Em j ted af 
li^pigm vore vuit naisso dp, Bgeriun vid? gu yah Golaste’ 

2, p40, $. p.18. MI 
3. p.423 ev. & R7 acq d 
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(9) wat cares fola error | À 
Peart WT at mq «ed wp aa du 
The scene of the competition between the Panditaraja and Kalidasa 
is very well laid in the play. Poetic bouts like the one: described here 
were very common in ancient India and are still popular. Besides 
catching the spirit of the scene and presenting it to us faithfully it 
helps to bring out the poet in the writer from whom we have some 
of his finest verses here. — Itisindeed gratifying to read in his work 
verses like, 


saeti at aage: wf agaat aiae qued 
daaa ur anaa qur weet etary | 
ad faaara werrexfeusere at aut at 
aa me eaftararat aaa MTRT: 1 


“Fortunate is this Kālidāsa, the slave of Kala (Mahākāla) who 
bows to this goddess who has caused confusion in time in so far as she 
by her smiles has shown the moonlight in spring though it is natural 
only inthe autumn. She causes the shining blue lotus of her beauty 
bloom all the time. She gives the appearance of a streak of lightning 
eyen in, this free-from-cloud season.” 


Or 
e fafa fererersrerartferrr 
a fafet cem TY | 
TIS TH LTT ASSTT 
quet nRa fafaa 12 


“A woman with her eyes closed while thinking of her loved one 
does not know his coming but just finds herself in his arms which cover 
her up. The water lily was made to close by the moon itself. 

The play abounds in songs which lend it a peculiar charm. They 
are found in the author’s other work the Sargitasaubhadram too. But 
then there is a difference between the songs of that play and this. There 
they are the reproductions from the Marathi original. Anna Saheb 
Kirloskar had already given them in his play with all the indications 
of the rdgas aad the talas they are to be sung in his original 
Marathi version and the translator merely gave them the Sanskrit 
garb but in the present play (which is the original production of 
Velankar) they are the author’s own creation. They show his deep 


—— 
1. p. 74. 2. p. 75. 
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knowledge of the science of music as al i 
; ECCE ^ SO his fascinati ; 
this fascination which has given us the present He for them. It is 
the Saigitasaubhadram so in the present play songs are ae 
names of the rāgas in which they are to be sung TM dicati 
the tala too precedes the songs the number of which is : ere x 


ponad Karnatakt, Yamana, Kafi, Jayajayavanti, Bhüpa, Gar dadhvani 
Desa, Bhairavi, Bihara, Sohani, Tilakakümo da Manda a d la vani, 
difficult tālas as Dhumālī, Dadara, Jhapatāla, Ekki M D such 
apart from the usual Tritüla. These songs have raciness all ML 
Even the ears far less sensitive than that of the Indians cen a B. 
their beauty. For obvious limitations we cannot reproduce an sS 
number of them here, however we may be tempted to do so. We PR 


content ourselves with the reproduction here of only one or two 
which can serve just as samples : 


(verit, — amit) 
TA TZ qur 1 fafai war 1 
gare frfa | fafa geras it 
TUS HET MS waar Tae ATT AT U 
AUSSIE rfr frar | aftar iur uU! 


(ais:, ---facrar:) 


Aafa Tamai walar iges ex feet TUTO 
"T wat & qpWTOrHDR Taa: FETT: di 
"Ie «mq ea art X anria famn: dut 


AS aoe a word about the dramatic technique of the play. Each 

Fifth oe has three Scenes to facilitate its production on the stage. The 

the b Act has a Pravesaka in addition, The Prastavana in it depicting 
eginning of the festival of spring is of the Pravartaka type. DE 

the aie nature Of the theme being rather peculiar, the arrangement of : 
'andhis is not clear. 

(A e First Act takes place in Ujjayini in the month of Caitra 

a ) and the Second one in the month of Asadha (July). The Third 

The eres place again in Ujjayint in Asvina (October) of the same year. . 

na ‘ourth and the Fifth Acts take place in Ujjayint again after an 

erval of two and four years respectively from the incidents of the first 


es 
-~ Pp. 12-24. 2. p.13. 
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three. All the incidents of the same Act take place during the same. 
period of twenty four hours.” 
Of the three types of acting, the play has instances of all as can be 


seen from the following : 

mT: (1) ms Aa ware ^ (2) Ad veftes (3) Aa 
fter ema (4) were ameaga (5) aes — (6) qu qunm 
(7) wed gnda (8) wur samia cafu! (9) poaa TET 
anfao’ (10) aer get qatar? (11) d amaf (12) «fürmr- 
furere qafe? (13) earaea ga areal wafers 


arbem : (1) Aa: rakaa (2) afer 


mera : (1) dan (2) maerore? (3) 9tufaeere — 


(4) wars” (5) ater”? (6) qr? (7) qme 
(8) wmm" 
The very fact that the play had been put on boards successfully at 


the Kalidasa Samàroha on 19th November, 1961 is a ptoof positive of 
its stageworthiness. 





1, p. 5. 13. p.99. 
2. pp. 17, 60. 14. i: 32. 
3-4. pp. 22, 60. 15. p.72. 
5. p. 32. 16. p. 3. 
6. ibid, 17. p. 4. 
n p. 45. 18. ibid. 
. p. 57. 19. pp.23, 33, 
9. p.58. 20, p.33. 
10, p.61. 21. p.56 
11. p.60, 22, p.59, 
12, p. 66 23, p. 66, 
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KALIDASAH 





a 


A? one-act play in seven small scenes by Dr. Vaneshwar Pathak of 
Ranchi, it deals with one of the many traditional accounts of the 
life of Kālidāsa, with some variations. 


Theme 


The play opens with the Avanti king Vikramiditya in his court together 
with the minister, the teacher Vararuci and other courtiers. The 
King asks Vararuci if the Princess Priyaügumarijari has completed her 
education to which Vararuci replies that she has become highly learned. 
When the King expresses his worry about her marriage, Vararuci 
informs him that she has taken an unusual vow to marry only that 
person who would defeat her in scholarly disquisition (Sastrartha). She 
conveyed this decision of hers to him through her friend Amramaiijari 
who saw her in the morning. She wanted him to convey it to the 
King who wants to marry her to the Sinhalese Prince Kumirasena, as 
she was feeling shy to tell it to the King herself. The King appreciates 
the decision and asks Vararuci to arrange for an assembly of scholars 
Wherein he may act as the mediator. That would provide him with an 
Occasion to test them and his daughter. Vararuci gladly accepts the 
Proposal and also agrees to the King’s suggestion to move swiftly in the 
matter. The King and the courtiers get up at this. The curtain falls 
Signalling the end of the First Scene. 

The Second Scene is laid in the Assembly hall showing all scholars 
with their faces downcast. Enters Vararuci. He is visibly upset: 
Over the Princess having ridiculed his decision saying that he did 
Dot realize the deeper import. All this she did him, her seals’ : 

€ is out to avenge insult. If he is Vararuci, he would have her marrie 


i sto — 
-to a fool. He asks the scholars to go back and himself proceeds to 
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look for the biggest fool. Exit he in quick steps. With this ends the 
Second Scene. 

The Third Scene opens with Vararuci in a forest. He had been 
moving about in search of a fool but so far has not met even one 
leading him to remark whether all are scholars in Vikramaditya’s 
kingdom. Just then he notices a man cutting the very branch 
of the tree he is sitting on. He tells him not to cut the 
branch lest he should fall down to which the man replies that he is up 
there, hcw could he fall down. Vararuci asks him to come down, 
he would get him married to Princess Priyangumafijari. The man 
jumps down injuring his limbs which begin to ache. As he begins to 
change his mind and declines to marry, Vararuci tells him that his 
aching limbs would be back to normal again with marriage. He agrees 
at this to marry and also act as he asks him to. He is happy that 
Pingu (he cannot pronounce Priyaügu) and he, Kaliya (his name), will 
be united in wedlock. Exit both. Drops the curtain. Ends the 
Scene. 

The Fourth Scene opens in the court with the King, the Princess 
and the courtiers. Enters Vararuci with a man dressed as a Pandit. He 
tells the King that a scholar, Dhurandhara Shastri from Kaéi has 
come to enter into a disquisition (Sastrartha) with the Princess. 
Since he has taken a vow of silence, whatever questions the Princess 
may Want to put to him, she may do so by signs. The Princess raises 
one finger implying that God is one. The man thinking that she wants 
to poke the finger into his eye, raises two fingers implying thereby 
that he would poke both her eyes. The Princess then raises 
five fingers implying whether he had put under control his five organs 
of perception. The man thinking that she wants to slap him raises a 
fist implying thereby that he would hit her with that. This over, 
Vararuci Proceeds to give his explanation of the signs. When the 
Princess Taised one finger she meant that God is one. When the man 
3 aised two fingers, he meant that He is twofold, with form and without 
id yaen the Princess raised five fingers, she meant to ask the man 
d m eee en control his five senses. By raising the fist 
the Princess if she was Sati : ae Mem in his fist. He then asked 

: isfied with the answers. Out of bashfulness 
Y anything and kept looking downwards. 
t and requests the King that as per her 
d be married to him (the Pandit). The 


Vararuci thanks the Pandi 


that. With this ends tl.e Scene. 


The Fifth Scene is laid ; 
ne E 2 
a a tan an E laid in the Apartment of the Princess. She 
Own sharing the same seat. The Princess asks 
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the man as to why he was not Speaking. The man says that itis due 
to the instructions of Vararuci because according to him he is a fool 
and should, therefore, not Speak out anything. The Princess gets up 


and asks the man if he is a fool. ‘No, Pifigu’, says the m: 
is Dhundhara Shastri. The Princess notices the word Pingu, Dhundies 


Shastri. She angrily turns him out of the Apartment. Confounded, he 
just keeps on looking at her. The Scene ends with this. 

The Sixth Scene opens in an Asrama with an Acürya and his 
pupils. Enters Nicula with a man. He tells the Acarya that he had 
noticed a man crying on the footpath of the Ujjayini highway 
because of his having been turned out of house by his wife on the 
ground that he was a fool, and taking pity on him, has brought him 
along with him. The man wants to be a scholar. When Diünaga 
ridicules him, the Acürya intercepts him saying that it is only a 
person like him (the man) with his feelings hurt. who goes sincerely 
into the pursuit of learning and becomes intelligent. He (the Acarya) 
notices in the man a peculiar brilliance, He feels assured in his heart 
that the latter would undoubtedly be an unusually learned man. He 
gives him a place in his Aírama. He asks him his name. ‘It is 
Kaliya’, says he. The Acürya tells him that he should devote himself 
to his studies singlemindedly. Every morning he should, after bath, 
worship goddess Kali by whose grace he would acquire learning before 
long. Now onwards his name would be Kalidasa and not Kaliya. The 
Scene ends at this. S ; 

The Seventh Scene opens in the study room of the Acürya with 
him and Kālidāsa engaged in conversation. The Acirya tells Kalidasa 
that he had come to know that his (Kiilidisa’s) poem was greatly 
admired in the poetical Symposium. Nicula had told him that 4 poem 
like that had not been heard in the past. Kalidasa tells him that he 
Was at the moment busy in composing a poem where a separated Yaksa 
sends a message through a cloud to her beloved n far R E 
The Acary: iates the theme. Itis a new style in poetry— 
Dütakavya, e But Diùnāga does not like myspocmusds 
Kalidasa. ‘Never mind’, says the Acarya, *Diünüga is opposed ae 
you. I have heard your poem. I tell you the truth. After: Valmiki 
itisin your poem that the real form of poetry has come into its m 
There is an eternal message in your words.’ The Acarya further ae 
him that he is confident that so long as the earth lasts, or ii 
literature lasts on the earth or the connoisseurs last, would Inst di 
Words. A very important news about him then comes Me m 
He tells him that after witnessing the performance of the Ab HE he 
Kuntala, King Vikramaditya had made the announcement thi 


is j that — 
(Kalidasa) would occupy the highest place among his jewels and Er 
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he (the King) would be coming there to bring him round for the 
sake of his daughter. As a matter of fact, Priyaügumafjari did a 
great service to him. She is his driving force. It is through. her only 
that the world of literature could get a priceless jewel like him. The 
King at this enters with the Princess. He begs forgiveness of the great 
poet on behalf of his daughter who touches his (the poet's) feet and says 
asti kascid vàgvisegah ? The poet hands her over his three works 
one by one, one beginning with asti, the Kumdrasambhava, the 
other beginning with kascit, the Meghadita and the third beginning 
with väk, the Raghuvamsa, reciting the first verse from each one of 
them and enquiring from the Princess: asti kaScid vágvifesah ? 
is there anything special that she finds in them ? Everybody joins 
the Princess after this in wishing great glory to the poet and with this 
comes to an end the Scene and also the play. 


Critical Appreciation 


Though a small play, there is quite a lot in it to commend itself. 
Though it has followed by and large the traditional account of 
Kalidasa having earlier been a fool and his acquiring learning by the 
grace of goddess Kali on his being turned out of the house by a 
Princess who had been tricked into marrying him, it also introduces 
many innovations into it. The first pertains to the names of the 
Princess and Kalidasa. While the Princess is called Vidyottama in 
the traditional account, the playwright calls her Priyangumaiijari. To 
Kalidasa when he was a fool he assigns the name Kaliya. The traditio- 
nal account has nothing of the sort. The other, much more important, 
pertains to the tricking of the Princess. In the traditional account 
it is the Pandits smarting under the humiliation suffered by them at the 
disquisition who are said to do that. In the play it is Vararuci who does it. 
The fact of Vararuci being the teacher of the Princess is also something 
new. So is his taking such an umbrage at a remark of her interpreted 
by him to be his open ridicule as to vow revenge. Vararuci being made 
the judge at the disquisition is also the playwright's original idea. 

The next point of originality in the play pertains to the Asrama 
Scene. The traditional account has nothing of the kind. According 
to it, Kalidasa acquires learning by the grace of goddess Kali who 
appears before him in a temple taking pity on his cries. Up to the 
point of his being turned out by the Princess, the theme of the play 
agrees with the traditional account. After this it takes a different turn. 
His being found by Nicula on an Ujjayini footpath, his desire to be a 
scholar, his bringing him along with him to the Asrama by Nicula and 


his being accepted into it by the teacher inspite of the opposition and 
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ridicule of Dinnaga, are all innovations of the author himself. 
Kalidasa in the present play is shown to acquire learning not only. 
by the grace of the goddess Kali but also through his singleminded 
application to studies under the guidance of a teacher. It appears that 
the author probably could not digest the idea that a fool could be 
turned overnight into a scholar just by the grace of a goddess. Well, 
the grace of the Supreme Force has always to be there for any kind of 
success ; even the teacher in the present play advises Kalidasa to offer 
worship to goddess Kali every morning after his bath by whose grace 
he would be a great scholar before long: Pratidinam pratah snatya 
Srikdlidevya Gra@dhanam kuru, Kalikrpayà tvam acirena mahdan yidyan 
thavisyasi He also advises himto devote himself singlemindedly to 
his studies : ekacittibhiiya adhyayane nirato bhava.? 
The words Nicula and Diùnāga in the Meghadüta* which, according 
to some scholars, are oblique references to actual persons of those 
names, one friendly to Kalidasa inferred from the epithet sarasa 
going with it and the other hostile to him inferred from the 
expression dinnágàünàm pathi pariharan sthilahastayalepan, the insolent 
brush of the coarse trunks of the  sky-elephants! have 
been used very skilfully and artistically by the author in his play to 
weave out an episode. It is Nicula who discovers Kālidāsa and brings 
him over to the Acarya who notices something peculiarly brilliant in 
him, the making ofa great scholar and gives him a place in his 
Asrama, uümindful of the opposition expressed so clearly by one of 
his pupils, Diünága. T. 
The announcement by King Vikramaditya of accepting Kalidasa as 
the best among his jewels after witnessing the performance of the 
Abhijadnasakuntala is also the innovation of the author. So is his (the 
King's) coming to the Ásrama to placate the estranged poet on behalf of | 
his daughter. In the play the penitent Princess is shown touching his | 
(Kalidàsa's) feet in the Asrama to which she too repairs with his father. ; 
In the traditional account it is Kalidasa who goes to the Princess with ay 
words dvdram andvrtakapdtam dehi while the Princess recognizing is | 
voice asks him asti kascid vdgvisesah ‘is there any improvement in his | 
, iti i t the poet composed the 
speech’, The traditional account has it tha riche Princess's 
three of his poems taking each time the first word of the mu 
above sentence. In the present play, the poet is shown 


ECCO sete dr | 
1-2. p.44. 
3. Meghadüta, Pürvamegha, verse 14, 
4. Translation by Franklin and Eleaner Ed 
1964, 


gerton, The University of Michigan, 
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already composed the three poems, even before he had met her. After 
touching his feet, the Princess asks him : asti kascid vágvisesah ? and he 
goes on handing her over his three works, one after the other. A critic 
may well argue here that the introduction of the question asti 
kascid vagvisesah on the part of the penitent princess falling at the feet 
May be incongruous. It goes very well with the traditional account 
where the Princess speaks from behind the door and is unaware of the 
Breatlearning that he has acquired. It may be said that at least once 
the traditional account gets the upper hand of the playwright and as he 
had to introduce the words asti kascid vagvisesah he just introduced then; 
Without any justification for them. In defence of the playwright 
it may well be said that he probably is taking the sentence asti kascid 
vagvisesak in a different sense. It could be : ‘Is there any special work 
(that he might have composed) ?' The poet then hands her over not one 
but three, reciting a verse each from each one of them. And this 
agrees very well with his question to her in the same words: asti 
kascid vagvisesah, ‘does she find anything special in them 7? 

Apart from the innovations which are a great relief from the mono- 
tonous reproduction of the traditional account in certain other works, 
the work is embellished with quite a few crisp dialogues which are 
certainly one of its great attractions. The play is allin prose with no 
verse, except of course three verses, the first ones from each of the three 
works, the Kumdarasambhava, the Meghadita and the Raghuvansa giving 
the author an Opportunity to concentrate on it. The most interesting 
of the dialogues is that between Vararuci and the fool in which the 
character of the fool comes out very vividly ; 


aefa aa: | at met ar fofa: afareafer 1 

T: ages | HEY Tet: era: He A: aRrenfr | 

Ter —wag, T afrerfr t Aes auram SURG | 

FU ATT SHA Bd cT Feat Taras siana | f ga: 
wwrrRr att: aR | ag meat ada etterrhreahr | 

aAa | wa frag afcoarfir | 

ga: fate: ... mp femel... (guitar dH mad "TE: 
AE eye Hel l watt ster | we faae a mferifir à 
Tisia! fari + afcearfit 1 redi herd ree! 
me...! 

ReRe wat ther srerfreafr | 

ga: — dyarpsmprÜregfür | guru frag wfeenfg 1 ats qup 
$a Fat Ge aa fraret wfasrfr 1 
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avert; —merriatesrfaegt CAT Bras queat az i 

ger: emen fre (er! gr! gri!) ap nido 
( fregano) + ^f fqq 2 3 

aa: Usage fraser | 

ga: fey (ar! atl! er IM) terre iea- 
aRar, war Usa freq, gee: atn: fessa 


atest fag rus | 

aera: AMS WAT Ae | aed aaaf qas Hel qa fagi 
afra 1 

gar: -qF ofesasite | (qir awit sp eea) aga aufrenfa 
ala afecqrfiz i! 


The conversation of thv fool with the Princess after the marriage is 
also characterized by naturalness and consequently is quite interesting : 


wg -aar Taft wet d? 

ga: -qaisi aaga: | 

waga — fe ron ? 

gar:—a mwrfreb qu: fefe aa TAT | 

Xm - (agama) be ed qd: ? 

ger: -afk magara! we aret marthe: | 

mam- (A) gant freq... ret.. frie 
aA TR | 


The dialogues, as can be seen from the specimens above, are pos 
cterized by quick movement. Nowhere are they hampered by By ees 
ed oration. The only exception is in Scene Seven ule m iani 
waxes eloquent at the poetic beauty of Kālidāsa and le e bs 
hasattained. Evidently, the admirer of the master poet in p 
wright gets the better of him there. 

Now a word about the expression. 
ristics of this play is the influence of Hind: 
of the words and sentences owe themselves 
ones of it are when the upset Vararuct ! 
the Princess for him bhavdn idat rahasyam 


One of the principal characte- 
i diction on it. Quite a few 
to it. The most glaring 
first quotes the words 

na janati and then says 


—— 


1. p.42. 





2. pp.43-44. 
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rahasyasya vatse.! Now this is clearly Hindized Sanskrit rahasya ki 
bacci. 

The other expressions where Hindi nfluence peeps out are: 
wg arran Safe wert WAT AAA, 
aaea fürs (qu xu ae d ta fas TH gy, | 
ARARA AT: TAA; 


A short play of absorbing interest, it deserves wider recognition. 





1. p.42. 4. p. 44. 
2. p. 43. 5, p. 45. 
3. ibid. 
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KALIDASAPANIKARANAM 





tiny play in three small scenes ‘of Sabhanath Pathak of Arrah, it 
deals, apiece with many other similar attempts, with the traditional 
account of Kalidasa's marriage with a learned Princess Vidyottama. 


Theme 
The play begins with a prayer song addressed to God. After that what is 
described is all too familiar to students of Kalidasa. Scholars, humbled 
in scholarly disquisition by a learned Princess, are out to avenge their 
defeat. They see on the way 'a young man cutting the very branch of 
the tree he is sitting on. One of the scholars asks him to come down. 
"Why do you ask me to come down, I am cutting firewood”, says the 
youngman. “There is something very important for you" tells him 
another scholar. The young man climbs down. The elderly one 
among the scholars tells him abouta Princess. He will be married 
to her. The young man expresses his doubt about it. He is a poor man, 
how could he be married to a Princess? Even if somehow the 
marriage were to come off how would she stay with him? The first 
scholar (who had asked him to come down) tells him not to worry 
about that. He should just accompany them and do as they ask him 
to. This closes the First Scene. 

The Second Scene begins with the disquisition arranged in the 
Palace between the Princess and the fool, the young man. The scholars are 
to serve as the intermediaries. One of the scholars says that the great 
man (fool) would carry on the disquisition in silence. The Princess raises 
one finger implying that God is one. The young fool raises two. Thi sis 
interpreted by the scholars that Gods are two, one Paramatman d 
the other Jivitman, the supreme soul and the individual soul. 
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The Third Scene shows the Princess and the young man in the Palace 
happening to hear the lowing of a camel. The Princess asks him as to 
whose lowing this is. The young man answers uirasya, of the camel. He 
cannot pronounce usfra. Discovering that the scholars had played a trick 
on her, she turns him out and feels sad. The young ran goes to a temple 
nearby and Keeps on crying till the next morning. The Goddess taking 
ity on him appears before him and asks him as to what he wants. 
Ignorant of Sanskrit, the young man thinks that the Goddess is asking 
him as to who has insulted him. “Vidya (meaning Vidyottama),” says 
he. Taking that the young man wants Vidya, knowledge, the Goddess 
blesses him with that. 

The young man acquires full learning by the grace of the Goddess, 
He goes to Vidyottama and asks her to open the door andy takapátam 
dváram dehi. Noticing the voice to be somewhat familiar, she opens it 
and says: asti kascid vagvisesah ? (Is there any improvement in 
Speech ?) Both of them embrace each other and that brings the Scene 
and the play to an end. 


Critical Appreciation 


A very mediocre attempt, there is nothing noteworthy here. The 
account is, as said earlier, just traditional. No novelty or originality 
init. Nor is the treatment in any way different. 

The expression is very faulty. The words abhinayah abhinetavyal 
simply look naive. Instead of saying àjfiapto "smi parisadà, the sütradhara 
unnecessarily uses the causal suffix : Gjfidpito *smi*. The form ekanki- 


rüpkàtmakal? is deep under the influence of Hindi. So is the expression 
in the conversation : 


Ww. ag fg... 
Yat — fex fuer fpa 24 
The word Jarfaataqay:s is wrong. It should have been 


3 : The word rava for the voice of Kālidāsa in place of 
svara or Sabda jars on the ears. : 


There is a blunder even in the very beginning of the play, in the 
prayer song, /saprarthand, itself which has sammdna in neuter : 


WfgemaTRTE p wag qu SHUT 


The play has little to commend itself. 


——— 
1. p. 99, 3. p. 100. 
2. ibid, 6. p. 101. 
3. ibid. 7. p. 99. 
4. p. 100. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


4 


KALIDASAGAURAVAM 


————————— o 


Jen Jha Sharma of Darbhanga has created this four-scene 

play out of his imagination. It again deals with the life of Kalidasa, 
the only elements of traditional account being that of his going to 
the Kali temple, the appearance of the goddess before him and her 
giving him the boon on his asking to be a great poet well-versed’ in 
the Sastras as also his being the court poet of King Vikramaditya. 


Theme 


The play opens with the First Scene in a Mithila High School. 
Kālidāsa is shown there as an unruly student. He goes upa tree and 
comes down it. He boasts of his strength. He challenges students 
for a duel. He mimicks and threatens to slap a student, should he 
report about this to the teacher, When one of the students condemns 
him for his monkey-like action, he proceeds to slap him. Another 
Student holds him back causing laughter. One of the students asks 
him as to how many verses he remembers. “Innumerable”, answers 
Kālidāsa. “Can you engage yourseif in Antyaksari” (a kind of game 
where a person picks up the last syllable of a verse spoken by another 
Person and recites a verse beginning with that), questions him g 
Student. “Can you engage yourselfin a game of cowies with me?”, 
counter-questions him Kalidasa. A senior student then intervenes 
and reprimands Kalidasa for all his  unruliness. Kanen 
does not say anything to him and goes another way. i 
of the students then asks him if he can swim Boe d 
terrible river nearby. “Yes, not only during the zn dd ds 
during the night”, replies Kalidasa. "If you feel so proud, a d 
the river alone in the Amavasya night after the teacher Pu do 
and then go to the temple of Kali in the dense jungle. 2d " gay 
that, we would take you to bea truly brave and fearless person, 
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the other students. Kalidasa accepts the challenge. Exit all. Ends 


the First Scene. 
Begins the Second Scene with Kālidāsa in wet loin cloth witha 


stick on the stage. In a soliloquy he recalls that he did not follow 
the advice of some of the students not to cross the frightful river, 
over-eager as he was to show his bravery. He is now in the thick of 
the forest. He sees a bear and beats the ground with the stick. 
Fear does take possession of him. Being midnight, it is all dark 
everywhere. The place being covered with creepers looks doubly 
dark. He somehow notices a sort of a path and starts to walk on it. 
For a time he does not see any temple and regrets his indiscretion in 
accepting the challenge thrown at him by the cunning students. He 
does not lose heart and moves on feeling the way with the stick. 
He then notices the Kali temple. It starts raining at that time. He 
thinks that if he writes his name on the wall, may be it is washed 
away by rain. He may leave a proof of his coming to the temple 
by writing his name on the face of the goddess herself with a charcoal. 
As he is doing this, the goddess appears before him. Being pleased with 
him, she offers him a boon. Kalidasa in fear asks her as to who she is. 
*Who, he thinks, could she be", asks the goddess. Kālidāsa looks 
at her carefully and recognizes her to be the Mother Boddess herself. 
He falls at her feet. When she asks him to speak out without fear 
as to what he wants from her, he saysthat he should be a great poet 
-well versed in all the Sistras. ‘So be it’, says the goddess and disap- 
pears. With this comes to an end the Second Scene. 

The Third Scene is laid in the premises of a school ina Saurashtra 
village. All the students and teachers are having a talk centring 
round Kalidasa. The people from neighbouring. places . are 
also gathered there. Kilidasa asks if anyone among the students 
can enter into a disquisition with him. One of the students prefers 
a discussion by him (Kalidasa) on the Subject of the existence of God 
first. The question of disquisition would arise later, says he. Kāli- 
dasa discusses the subject along Sastric lines in beautiful style much 
to the surprise of everybody including the teacher who clearly expresses 
his own inability to do it so well. He cannot make out as to how a 
boy who could not even reproduce the matter committed to memory 
by him correctly could show his fluency in flawless prose and verse. 
When an elderly gentleman wants to give credit for this to the teacher, 
the devotee of Kali, the latter refuses to accept it. He is surprised as 
to how Kalidasa could suddenly acquire such a brilliance. He asks 
Kalidasa about it. At this Kalidasa recounts all that he had experien- 
ced the p-evious night. One of the students confirms Kalidasa’s 
statement. The same morning he had come back from the Kali temple 
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where he had seen KaAlidasa’s name on the face o : 
charcoal. “Everything is possible by the grace of kn NE 
teacher. He compliments Kalidasa in full, mentioning infer alia that 
he has justified the name “High School’ of the institution and brought 
glory to Mithila as also brought fulfilment to them. Kalidasa shows 
his humility at this. He is his pupil. He would never be ungrateful, 
What he necds is his blessings. Every one present blesses him and 
with this ends the Third Scene. 

The Fourth Scene is laid in the Court of King Candragupta II 
called Vikramaditya. He has seen the performance of the Abhijiana- 
Sükuntale and praises it in high-flown superlatives. So does he the 
RaghuvamsSa and the Meghadiita, the other works of Kālidāsa. Dhan- 
vantari agrees with him and compliments him for his love for learning 
due to which all the big scholars are happy and are engaged in compo- 
sing valuable works. The King, addressing the scholars, says that these 
are the beautiful works of the learned only that enhance the glory and 
prestige of a country and not a King with a charming figure who may be 
just a burden on the earth indulging day and night in sensuous pleasures. 
Amarasimha gives credit to the King again for supporting so many 
scholars. Dhanvantari at this reminds them of the auspicious time, Just 
at that time enters Kālidāsa. The king embraces him and offers him 
a high seat. He announces the conferment of the titie of Mauakavi 
on him. At this all those present greet him with cheers. Dhanvantari 
then blesses both the King and the great poet and with this comes to an 
end the Scene and the play. 


Criticat Appreciation 


Though Kalidasa is not mentioned in the play in so many. words 
as one of the nine jewels at the court of Vikramaditya, the mention 
of Dhanvantari and Amarasirnha who shared among themselves this 
distinction (whom he joins a little later) would make him to oe 
The playwright shows his historical sense by identifying b 
with Candragupta II of the Gupta dynasty who is on recorc to hav 
borne this title. Since the author himself belongs to Mithila, it is 
natural for him to have attachment to it. Interestingly, he carries it 
to the extent that he makes Kalidasa study in one of its oun 
of higher learning, Uccapithapathasala, as he calls it. So far it 18 
understandable. But what 
why he should shift him to a school (Pathas 
after he has been blessed by ere Kar 
the teacher also who could not ; M E 
to Kalidasa's inertness in learning earlier and compares it with is 
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passes understanding however, is as to 0 


Since there is mention of — hae 
ifferent one in that he refers - 
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(Kālidāsa’s) competence in it. At the moment the natural presumption 
should be that the place should be the same from where Kalidasa 
had started the previous night. What happened just in one night 
to shift him from Mithila to Saurashtra ? The author seems to have 
gone nodding here. 

The playwright keeps aside the traditional account of Kālidāsa 
“having been originally a fool. He makes him inste;d a rowdy in a 
Mithila High School who induiges in all kinds of pranks and misbeha- 
viour. He keeps to the account inasmuch as Kalidasa acquires 
learning by the grace of goddess Kali but completely brushes aside the 
Vidyottama episode, the raison d etre of his going to the Kali temple 
and crying before the goddess. He concocts another one of a challenge 
thrown at him by some students to do so to prove his fearlessness, 
the temple being located on the other side of a fierce river and in a 
_ thick awesome jungle. The appearance of the goddess in the play alsc 

has a different account. It is when Kalidasa is writing his name on 
the face of the deity that she appears before him. The reason of her 
being pleased with him has not been fully brought out here. The 
whole thing appears rather incoherent. As the young man is writing 
his name on the face with the charcoal, the goddess appears 
before him, expresses her happiness with him and offers a .boon. The 
writing of the name on the face is hardly the justification convincing 
enough for the goddess to feel so propitiated as to offera boon. In 
- the traditional account the goddess does so out of pity at Kalidasa’s 
cries, which has more of a justification for it. 

After going through the play one cannot but have the feeling that 
it has more of dramatic element in it upto the Third Scene. The 
fourth Scene is its weakest link. There are long passages in it and the 
matter is unnecessarily dilated. The Playwright seems to show off 
his capacity. to handle high-flown Sanskrit, a tendency not uncommon 
among Sanskritists. Works of Kalidasa he takes up one by one and 
waxes eloquent on their poetic beauty, literary excellenee and all the 
imaginable qualities they possess, A few of these passages are repro- 
duced below by way of specimen : 


aT — aagana gem aa oW fanaat 
aaa fese aage gie aga 
fafrnafaa araar. rigan DECUS ERAK 
q ahan aA war oW qfi 
Neq di 


1. p.85. 
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qar gafa mre aiaa ga ^ R ai l 
mer net | aa fe ARAE MAHAN, ARATAT- 
adaa: Rii, i aN fafaa, 
agea AA RA, MIA ALAA EAE AAAA- 
ferrcw a: aR aa Wen d 


The high-flown style is also noticeable when Dhanvantari and 
Amarasirnha compliment the King for his supporting the scholars, e.g., 


madagi- Ba Pauper i faat grafe, qu far Aa, 
feared ferr wea, sri feat red, TE fan fad * War 
wen went fae ga feu faata smesso feet T= 
yet faam: 2? 


The expression of the author is not infrequently embellished with 
charming alliterations as can be seen from the following and also 


from the above examples : | 


aaaf- sag Ee SS ENIEIGEI | 
fepgeesreramad aena amr T eater | 

qafa 1° 

In spite of his seemingly good command over Sanskrit as evi à | | 

by his high-flown style and the chain of. alliterative words, the author 


permits himself some grammatical aberrations and expressions ue f 

vernacular influence that do not go well with genuine Sanskrit e E 

the first category could be mentioned the words or expressions EG. 

nmi! which is impossible of formation in the Imperfect from ra Ee 

man roots or vrstir api árabhamano 'ati ^ where deat un-Sans- | 

line going with vrsti in the feminine is irregular apart from ] 
i 
| 
| 


: ü v the 
krit like or janatàh upasthitál* which should be in the singular onlt 


suffix tal being added to jana by Pan. 
in the sense of samitha, a gathering 
going with visaya the masculine shoul f 
sthanam ádadáti* where ddadati should be ddatte; 
enjoined to dà with an by Pan. (1.3.20). 


, tal (4.2.43) 
gramjanabandhublyas 

"vam satyam” where satya 

or visayo 'yam sa yai ham 


1, p.85. 5 & 6. p. 83. 
2 & 3. p. 86 7, p. 84. 
4. p.82 8. p.85 
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In the second category could be included such expressions as 
Gsirvadam vitaranti! (genuine Sznskrit would be dsisd vardhayanti ) 
aafe mere sad —— career aarft aeea: is almost a 
literal translation: of the Hindi sentene WATT ag TERA THAT Ñ 
TE TAX NE, RTRT MTA aT: 

(Cp. Hindi Wgreier at qama acy 3), saana Feats ay 
aaa Fa farara: maramara? | 


One or two odd expressions though not strictly fitting into any of 
the two categories, are certainly examples of bad Sanskrit and should 
better have been avoided. One of theseis: caranān smarāmi! The 
plural in ATT reference to the feet of the teacher does not go 
well with genuine Sanskrit. It should be caranau only. The other is 
tasmai mahákayaye mahdakavipadavipradanena ca dá tum where mahikavi- 
padavyiri praditum should have been enough. What does praddnena 
datum mean ? 

In spite of the aberrations which are happily not too many, the 
play stands out as a good attempt on Kalidasa which, in greater part, is 
out of the rut in its theme and its treatment and should be quite 
satisfying to connoisseurs. 


LC as 
1-5. p.8-. 
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MAHAKAVIKALIDASAM 


— 


yy "itten specially for the Kālidāsa Samaroha* of Ujjayini in 1961 

and staged successfully there, this play in five Acts by Sri Srijiva 
Nyayatirtha was first published Serially in the Pranava-Parijata, 
Calcutta in its Vol. VI, Nos. 2,3,4,6, and 8, Saka Year 1885 or A.D. 
1964, and later as one whole unit in a collection of plays, the Ritpaka- 
cakram of the playwright in Saka Year 1893 or A.D. 1968, 

The play is based on the age-old anecdote of Kalidasa; he having 
been a fool originally, his marriage through a manouvre with Vidyavati, 
a learned princess, his insult at her hands, his propitiation of Goddess 
Kali and his attainment of knowledge through her favour, The play- 
wright has woven a beautiful play out of it. He has so arranged the 
incidents that, though well known, they do not occasion loss of interest. 
He has made his play thoroughly enjoyable and interesting by a fair 
sprinkling of wit and humour in which he is past master, quite a 
few of his plays being farces or satires, 


Theme 


After the prologue Sri Nyayatirtha informs that he was inspired 
to write a play on Kalidasa by Dr. Gaurinath Sastri, the then Principal 
of Sanskrit College, Calcutta and that most of the actors are drawn 


*The Samiroha, an annual feature, has given to the Sanskrit world many an 
original work on Kālidāsa as also affording it an opportunity to witness the 
stage-performance of Kalidasa’s plays by trained troupes from different parts 
of the country. 
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from the staff of that very College. The play introduces through an 
Interlude in Act I three Princes Narendra, Samarendra and Mathurefa 
alongwith one Kirmanatha. Narendra is happy that he has found out 
a young blockhead with a defective speech. He had seen him earlier in 
the course of a-morning walk cutting the root of the very branch of the 
tree on the fore-part of which he was seated. Knowing his fall to be 
inevitable, he was somehow made to climb down. A big fool, he could 
not understand, though told, as to what wrong he was doing himself. 
The Princes feeling humiliated at the hands of Vidyávati are itching to 
avenge their insult. And for this they would like to use Kürmanitha, 
the blockhead as a tool. After getting his concurrence for marriage, 
they tell him that a Princess is a suitable match for him. He would 
get lots of money if he were to marry her. There is only one condi- 
tion. He should keep mum till marriage. “The Princess likes 
discussion. You should participate in it (the discussion) by gestures 
only and not utter a word. If she were to raise one finger, you should 
raise two; if she were to raise two, you should raise one and draw a 
circle with it,” he was told. Kürmanatha nods his head in assent. 
The Princes then decide to go to Vidyavat's father, the ruler of 
Da$sapura, whom they find a lot upset because of repudiation by his 
daughter of many a well-behaved and scholarly eligible match. . They 
are of the view that he may not disapprove of discussion in silence, 
his only consideration being to secure a match for Vidyavati. They 
dress up like Brahmins to camouflage their identity. Young Kürma- 
nàtha is also Properly dressed up. With this ends the Interlude. 
The Act Proper starts with the soliloquy of a royal attendant Sudasa 
who gives out the information that the Assembly hall has been 
properly set for a disquisition. After his exit the ruler of Dasapura 
accompanied by the chamberlain, is ushered into the stage. He has 
agreed to the discussion being held ex silentio. At his command, 
the chamberlain invites the guests to take their places in the hall. 
Enter the Princes with Kürmanütha and Vidyavati with her 
friend Tadillatfa. The ruler of Dasapura addressés the citizens gathered 


to witness the discussion. He knows that the silent discussion may 


not satisfy them but then, he explains to them that such a step has 
become necessary at the insistence of the kith and kin of the eligible 
match, though it may not satisfy them. If in the course of the 
discussion either side were to break silence it would automatically 
Stand defeated. He assigns the duty of explaining the gestures of. 
Vidyavati to her teacher Somasarman. On behalf of Kirmanatha, 
Narendra takes this responsibility upon himself. The discussion 
begins. Vidyavati raises the first finger with the gem-studded ring 
on it. Somasarman explains that what the Princess wants to ask 
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is: There are numerous stars in the sky; the world is full of a variety 


of things. Who is that one who creates, sustain and destroys all of 
them? Kurmanitha, true to his tutoring sarii sie two fingers. 
Narendra explains this as meaning that it f$ not one, it is two, lévara 
and Prakrti. Vidyiivati shakes her head and once again raises the 
fore-finger which is explained by Somatarman 16 mean that lóvara is. 
non-distinct from Maya or Prakrti, so it is only ons entity in reality 
and not two. Kürmanàátha draws a circle with two fingers. Narendra 
explains this as meaning that Sakti or Màyz of the possessor of Sakti 
could be taken to be one only if both of them were to produce the 
same effect which in reality they don’t. A spider does not produce 
anything other than a cobweb while God creates all the different 
things. So two (distinct) entities may have to be accepted. At this 
Somagarman expresses helplessness to carry on the discussion in 
silence. A suitable reply could be given to Narendra but not without 
words. Vidyávati garlands Kirmanatha. Amidst scenes of gaiety all 
round, the Act comes to an end. 

The Second Act too begins with an Interlude wherein Sudasa in- 
forms Tadillata of the running away of Kürmanatha on the honey-moon 
day itself, giving rise to the suspicion that he does not like Vidyavati 
though both of them are quick to point out that they had noticed the 
attraction of the bride and the bridegroom for each other. The 

conversation between Sudasa and Tadillata is marked by pungent 
humour: Kiurmanatha, the bride-groom being described as desirous of 
drinking the face of the Princess like water and Vidyavati, the bride 
being described as looking at the face of the groom like a bitch looking 
at a piece of flesh. The Interlude is followed by the Second Act proper 
where Narendra is shown asking Kirmanitha as to what he has under- 
stood in his encounter with Vidyavati and Kürmanátha replying that 
he has understood everything; with one finger she (Vidyavati) had 
thrown the hint that she wanted to punch his one eye. He raised two 
fingers and threw the hint that he would punch hers both. She is a 
woman and I am a man. She was defeated. At that time Sudasa 
who had been looking for him appears. He wants to take him 
along with him. Kūrmanātha indulges in many a foolish prank. 
Ultimately, at Narendra’s behest, he agrees to leave for his in-laws 
house with Sudasa. At this enter Vidyavati and her friend. 
Vidyavati is assailed by serious doubts about the learning of 
the man she has just married. She confides in her friend that though 
she was all attention for Kürmanátha's recitation of _the Mantras, she 
could not notice accurate pronunciation of them by him. Her friend says 
that it appears inconceivable. Anyway, the point could well be decided 
that very night itself. As soon as she finishes, the ruler of Dasapura 
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enters and enquires of his daughter if she is happy with her marriage 
with Kürmaniatha. Vidyavati keeps mum, The DaSapura ruler 
then advises her to develop love for him (her husband). She says that 
she is feeling uneasy on account of a bad dream that she had seen in 
early hours of the previous night. She had found herself being bound and 
thrown into a billowy ocean by her father, teacher Somasarman, and an 
astrologer who had made his appearance there, (after a conversation 
with him at the end of which it was decided tha: her death should lead 
to good). After this, she had found herself placed on a sandy beach by 
a divine lady with a protruding tongue and with a hand wielding a 
sword with bright sheen and smiling; she consoled her and disappeared. 
The Dasapura ruler tells her that the dream, as she has narrated, should 
ultimately result in good. At this the chamberlain announces the arrival 
of Kirmanatha. The Daíapura ruler asks him to bring him in and 
himself moves to another room. Kürmanatha enters and bows to 
Vidyavati who slightly moves away from him. He is about to sit on 
the floor. Vidyavati’s friend asks him as to why he wants to sit on a 
low seat. The blockhead retorts whether he should sit on her head. 
The friend takes it to be a joke. Next, Kirmanatha asks Vidyavati 
whether his father-in-law was married or not. The friend again takes it 
a joke. Vidyavati however gets suspicious. ‘Is he a big fool’, she asks 
herself. She places before him a riddle and asks him to solve it. The 
riddle is ‘Who is that being who proves untrue the principle of Logic 
that there is no smell in water by feeling it in that; who has four big 
feet but still is slow in speed. For long he looks on speechless. 
Vidyavati’s friend then puts the riddle in a simpler form : who is the 
being who has long neck and is bereft of hair, whose feet are weak, 
whose belly bulges out, who eats thorns and wild growth and who (can) 
stand, even though walking in a desert, intense heat. Kürmanitha 
‘looks through the window and seeing a camel cries out uttah, utjah, 
uffah. Vidyavati feels really miserable at this. She is pained that the 
man who has married her cannot even pronounce the word usíra 
correctly. She feels that her evil dream has come true. The friend 
thinks that Kirmanatha is indulging in boyish pranks. He probably 
does not like her presence. Saying this she leaves, Kürmanátha then 
addresses Vidyavati as piye. Vidyavati gets furious at this. She feels 
insulted, humiliated and cheated. She asks him if he has anything 
particular to say: asti kascid vdgvisesah? If not, he should move 
away from her. Kirmanatha, though a fool, feels the pinch of the 
insult. Cut to the quick he says that what has one to do with 
learning if it does not inculcate devotion to husband? Does the fool 
have no feeling of love? Has he no feeling of respect or disrespect ? 
It is better for him to end his life. Saying this he runs away from her, 
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Vidyavati deeply laments her lot. The DaSapura ruler i 
and the miserable lady falls at his feet inconser sa With this Mud : 
to an end the Act. 


The Third Act begins with the scene of Kalidasa seated on a plat- 
form in a corner of a forest on the banks of the Narmadà. Under the 
instructions of his guru, he went over to the path of Sidhana instead of 
the one of ending his life after he was repudiated by his wife. By the 
power of the Mantra given to him by his guru his stammering has 
almost disappeared but he has still not achieved his desired goal. He 
closes his eyes and prays to the benign goddess for her Dargana. Open- 
ing his eyes he looks around and finds the night to be terrible, the sky 
to be overcast and the date to be that of Amavasya. The hooting of 
the she-jackals pains.his ears. Inspite of this he has made up his mind 
not to slacken his determination. Either he is to win the Mother's 
favour or end hislife. Firm in his resolve he sings a song in praise of 
the Mother. After the song he goes into Japa-Samadhi at the end of 
which he offers water. All of a sudden appears the sound of thunder. 
Kalidasa falls unconscious. Slowly light illumines the quarters and 
appears goddess Kālikā. She awakens Kālidāsa who considers himself 
reaily lucky. He asks her to bestow on him knowledge, pure knowledge. 
The Goddess agrees. She blesses him with thé treasure of speech and a 
name, Kālidāsa, indicative of attainment of knowledge through her. 
With this she disappears, Kalidasa asks her to forgive him in that he 
has asked from her artha and kama and not svarga; after having seen 
her who cau bestow heaven and emancipation. At this enters Vidyavati 
with her friend and the chamberlain. The chamberlain informs that 
since she repudiated her husband Vidyavati passes her days in practis- 
ing austerities only. She has just one ornament, the gem-studded ring 
on her finger. She has come to the Narmada for bath because of some 
special importance of it on that day. He asks Tadillata, Vidyavati's 
friend to conduct Vidyavati through a pucca road and not a muddy 
one. Tadillatà notices a person dead or about to die. She wants to 
avoid him. The chamberlain tells her that the person getting up from 
the earth has proceeded towards the river. He is neither dead nor is 
nearly dead. Tadillatà says that everybody feels confused in darkness. 
May be, he is a demon, a goblin or a human being. So she would not 
go by that path. Kalidasa notices the near end of the night and a lady 
with her entourage coming to take bath. ‘Let her first finish her bath, 
he would have it afterwards’, says he. He is reminded at that time of 
his marriage with a Princess and his repudiation oy Mas because of his 
foolishness. He remembers her last words asti kascid vagvisesah. He 


cries aloud asti kascid vagviseyali. By the grace of the Mother Goddess vod 


Tgvis ith hi hich begin 
he has the vdgvisegali. He then comes out with his verses w 
with asti (asty uttarsyam disi), kascit (kascit kantdviraliguruna dad = 
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vak (vàgarthav iva samprktau). He says he would compose three poems 
which would begin with these words and would make an offering of 
them to that lady if ever she were to cross his eyes. Vidyàvati on her 
part is surprised at the words asti kaScid vdgviSesah. She knows these to 
be her last words to her husband. And none else was present when 
she had uttered them. Stricken with remorse, she is unable to proceed 


on and falls unconscious. The chamberlain then approaches Kālidāsa. 


for help. He first feels the pulse of the unconscious Princess and then 
notices the gem-studded ring on her finger which she had raised at the 
time of the discussion. He feels certain that she is no other than the 
daughter of the Dasapura ruler. He whispers into Vidyàvati's ears the 
words : asti kascid vàgvisesal. Vidyavati^ opens her eyes, marks the 
clear speech, begs forgiveness of Kālidāsa for the wrong done to him, 
. encircles her feet by her hands and entreats him not to forsake her. 
Kalidasa asks her to wait a while till he finishes his bath as a part of 
his rigours. With these words he goes out and the Act too comes to 
an end. : 

In the Introductory portion of the Fourth Act, a character Sumanyu 
is shown catching hold of Kālidāsa for carrying the palanquin of King 
Vikramaditya, one of the four original carriers of which having suddenly 
fallen ill, In spite of Kālidāsas protest ihat he is a Brahmin having 
come to the river for bath, he is not taken seriously. Kalidasa tells 


him that he would explain everything to the King: Sudhanya, another 


character, -tells him that genuine Brahmin can secure his release from 
the King but then he (Sudhanya) would have to lose his job. Being 
newly-married he would perish along with his wife. This has its effect 
on Kālidāsa. Says he unto himself, ‘Is he also newly-married ? Like 
me his fortune may also take a turn (for the worse). Sumanyu, the 
first character, thinks that he is frightened by his words. That is why he 
has agreed to accompany them. Sorrowful Kalidasa resigns himself to 
his fate. He does not know as to when he would be able to see his 
wife again. 
The Interlude to Act IV begins with the scene.of a garden. Enters 
a lady gardener (Malini). Under the orders of King Vikramaditya, the 
garden has been reserved for Kiliddsa’s stay. The lady gardener 
looks after Kālidāsa who treats her as his sister. He recites to her his 
poems. Still he feels restless. The pangs of separation from Vidyavatl 
afflict his mind. 
Enters Kalidasa. He informs her that the King has appointed 
him a member of his assembly of nine jewels, The lady gardener 


is all praise for the King in that he has bestowed honour on a new 


(younger) poet like Kälidāsa in spite of the experts like Vararuci in 
the line. Kalidasa remarks that there should be nothing surprising 
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in it. The morning sun is liked more than the rays of the mid-day sun 
the half-blooming lotus is better than the umbrella-like One, a plant 
with its fresh foliage going up attracts the heart much more than a 
full-grown tree. Malini suggests that this could well be his ideal in 
the depiction of his heroes and heroines. She tells him that she 
quite realizes his writhing pain. Kalidasa asks her not to 
speak any more about it. He tells her that he is passing his time 
somehow in separation from his beloved by seeing the union of the trees 
and the creepers and the pairs of the fawns, the peacocks and the 
bees. Malini at this switches ove: to another topic. She enquires of 
Kālidāsa as to why he does not send a letter to Vidyavati. Kalidasa 
says it won’t help; it won’t satisfy his beloved, for long has there been 
nocontact of him with her, he even does not know her whereabouts; he 
had met her only for a moment on the banks of the Narmada. The 
talk about his wife proves too much for him. He falls. unconscious. 
Malini pours water on him and brings him back to senses. Behind the 
curtain is heard the sound of musical instruments and noise. Kalidasa 
gets up and wants to know from Malini as to why there should be so 
much of noise, Malini tells him that it is due to the Yatra of Mahakala 
where artificial ghosts, demons and goblins as also puppets of various 
kinds are dancing. Both Kalidasa and Malini go out to enjoy the 
festival. 

With this begins the Fourth Act with King Vikramaditya, the 
Court jester, Vararuci and Amarasimha on the stage. The King speaks 
of a large number of pearls in an ocean remaining in water, away from 
the sight of the people and a large number of flowers withering away . 
unnoticed in forest lands after they had spread their fragrance.: Add- - ° 
ressing the Court, he narrates an interesting incident. A man caught 
to carry his palanquin heard from him the words Ásauam visraniya- 
tàm jalma skandhas te yadi bádhati,! ‘you take rest, O despicable fellow, 
if you feel pain in your shoulder’ and feeling hurt said: na tatha 
bādhate skandho yathà bādhati badhate ‘my shoulder does not give me 


as much pain as badhati does.’ How eae Even a vee 
p ith hi | The jester takes it as an evidence O 
earer finds fault with his words J Id pound his head with his 


rudeness on his part. He says that he wou 

Stick. The King stops him and says: ‘Why should you say oe 
a King were to violate speech either through pride or Lime sicud 
a learned person keep silent like a fool just because pL t this 
he not correct the King ? The jester does nos Eure UNS King 
“An attendant correcting a King deserves a sap! says he. 


—— 
1. p.119. 
CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





42 Kalidasa in Modern Sanskrit Literature 


does not agree with him. Correction in word is to make one under- 
stand the mistake. In no way does it warrant punishment. Vararuci 
is all appreciation for the palanquin- bearer. Keeping up the thread 
of narrative the King informs the court that he got down from the 
palanquin as soon as he heard the palanquin-bearer’s words, He 
wanted to know as to who he was. He gave out his name as Kālidāsa 
and came out with his ( the King’s ) praise in the verse: 


asada wait arf aaan 1 


Jaaa mea aa 1! 


“Your fame shines, O king, like the laughter of Siva on Kailāsa. | 
It is as charming as the Kunda flower or the sandalwood or the | 
rays of the autumnal moon.” | 

The jester grabs this as an opportunity to create some humour. I 
also have an eulogy, says he, and comes out with the following one: 


waa amt wife warygfsqqreag | 
ARa wian u 


"O King, your fame shines out like the shaven head ofa widow, 
a piece of bone, a milk-bowl, starch of fried ricc and an egg of 
a bird." 

The King continuing says that after he heard his eulogy from 
Kalidasa he invited him to his court. After the King finishes, enters | 
Kālidāsa. The King asks Vararuci to move forward to the front seat so À 

. that Kālidāsa could sit on the one occupied by him. Vararuci says that 

there is no difference between the front and the back seats. A jewel, 
‘wherever it is, whether in a room or a forest or the full-grown breasts 
of the ladies, has the same value. Kālidāsa has his own views on it. 
“Qualities get admiration in their proper place and not otherwise,” 
Says he. Vararuci expresses his appreciation of the poet in Kalidasa. At 
this the Vidüsaka also likes to say something that may reveal the poet in 
him. The king says well let poctry be today’s pastime. He utters the ! 
line nahi sukham dulikhair vinà labhyate. The others are to supply the 
first three lines and a part of the fourth one. 

Vararuci, the Vidüsaka (jester) and Kalidasa supply the lines one by 
one. Kalidasa's lines are highly appreciated by the King. Vararuci at this 
tells him of an interesting incident. He had derived immense joy from 
the reading of Kalidüsa's poem, the Kumarasambhava, To indicate its 


ee 
1&2. p. 121. 
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tenderness he had placed it on an unbaked pitcher. Kalidasa mistook 
it as an indication of a work of an immature person and began to 
destroy it from the end onwards. Fortunately he returned not long 
thereafter and dissuaded him from doing so. There is no loss to the 
work from cantos I-VII. The king asks Külidása to rewrite the lost 
portions. Kālidāsa promises to try it. He informs the King that 
he has composed another poem, the Raghuvarisa in the meantime and 
has started work on still another one, the Meghadiita. If the King were 
to permit, a particular portion of his new play the Abhijüanasakuntala 
could be put on boards. The King readily agrees and the fifth Act of the 
said play is staged. There is a change of scene after this. The King con- 
veys his orders to the Chief Minister for honouring Kālidāsa and other 
poets. At this Kālidāsa says that if he (the King) is really pleased with 
him he could remove from his heart a thorn that had been afflicting it 
allalong. He tells him that he had married the daughter of his vessel, 
the ruler of DaSapura. As soon as she discovered that he was a fool 
shé repudiated him. For three years he carried on hard penance. 
After this the goddess appeared before him and granted him a boon. 
Immediately thereafter, he was united with his wife. As soon as the 
couple came together a royal attendant took him away to carry a: 
palanquin. The King is sorry to know all this. 

Well, he is instrumental himself in his separation from his beloved ! 
He calls for the Dasapura ruler and comes to know from him that he has 
no idea of the whereabouts of his daughter in spite of thorough search; 
he has, however, heard a rumour that she, lost in the thoughts of her 
husband, is living in a holy place. Kalidasa falls unconscious on hearing 
this. Vararuci and Amarasirnha ask him not to lose heart. In his own 
words they tell him not to fall a prey to sorrow like an ordinary man; 
what difference would there be between a tree and a mountain if 
both of them were to quake in the wind : 


Toy maga nw fT UNES | 
merger feat afe arat fects qe di 


Kālidāsa regains himself shortly and seeks permission of the King 
to go round the country in search of his wife. The King confers on 
him the title of Mahakavi and allows him to go. He also introduces 
him to the ruler of Da$sapura. “He is your son-in-law, for whom 
your daughter is staying in some distant holy place away from her 
home”, says he to him. The beaming DaSapura ruler embraces him 
who in turn bows to him. The King asks the people to wait a while 
before he comes back after leaving instructions for the preparations 
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for Kalidasa's journey. He goes out. From behind the curtain ig 
heard a lot of noise. It is announced that a demoness has entered the 
royal court. Terror strikes: the people. The Vidüsaka hides 
himself under the throne. The demoness reassures the people. She 
Says she has one riddle; Samasyd. If it could be solved in a couple 
of days she would do no harm to anybody and go back quietly, 
Else, she would swallow all of them one by one. Theriddleis: ` 


aR act afer quits TE "dH 1 
Were Sr masafa aed afa az 11 


Vararuci finds it difficult. He wants time to solve it. So does 
Amarasithha. The demoness Says that none other than Kalidasa will 
be able to solve it. Saying this she goes out. Enters the King. The 
Vidüsaka comes out from under the throne and tells the King that a 
demoness had appeared there. She had mentioned a riddle and had 
said that Kalidasa could alone solve it. The King is rather Surprised at 
this. He is unable to make out as to from where the demoness could 
descend on the court. He thinks of Propitiating Mahakala for the 
Protection of his country from. the unfortunate visitation. He feels 
rather uneasy with the news of the demoness as also his royal duties. 
With this comes to an end the Fourth Act. MEUS 

The Fifth Act, the last Act of the play, opens with a scene on a 
Himalayan terrain. A lady forest-dweller enters the Stage singing and 
dancing. She has a friend in a character called Balahaka. She prays 
for the success of his mission. She hears the indistinct sound of the 
foot-steps and hides herself. Enters Vidyavati talking to herself. 
She is feeling miserable at her Condition. She thinks that she has 
committed a great crime in repudiating her husband. There is no 
way left for her except to court death. She does not know the path. 
She only goes on at the indication of the forest-dwellers approaching 
her. She moves out. The lady forest-dweller comes into the open. 
She takes the lady she has seen to be either a Princess or a Queen. 
She calls out to her friend Balahaka and mentions about her. Bala- 
haka tells her that according to the information Supplied to him by 
other spies she is the daughter of the ruler of Da$apura. He asks 
her to take her to her cottage while he would inform the King. The 
lady forest-dweller enters again and confirms her being the daughter 
of the Da$apura ruler. She Says that she has looked after her 
well. She has been offered all courtesies, water, fruits and the like. 
Balahaka feels relieved at this and asks her to keep her in good 
humour lest she goes out. Exit the lady forest-dweller. Balahaka 
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then hears the sound of somebody’s foot-steps. He stations hinsself 
in a corner. Enters Kalidasa. Talking to himself he says that he has 
covered the entire country, from Kashmir to the shores of the Ocean, 
from Gujarat to Orissa. Broken and tired, he has failed to trace his 
beloved. : He has slackened his efforts and is now staying quietly on a 
hilly region. He thinks the path stretching in front of him to be 
leading to death. He then discounts the talk of death. “I will not 
be happy even in death”, says he. In Kashmir, he had been treated 
like a king and offered all courtesies. Still, suffering from the pangs 
of separation as he was, he could not have peace of mind. After a 
moment's pause, he refers to the wife of the king of Karnataka and 
remembers her bold statement that ‘the three—the one from a lotus 
(Brahmà), the one from the river bank (Vyàsa) and the one from an 
ant-hill (Valmiki) are the poets and the teachers of the three worlds. We 
bow to them. If the modern ones were to attract the mind by their 
poetic or prose compositions she would place on their heads her 
left foot : 


Weise Ferree tne eaTTT 
Wow naakat [CaN TAHA | 
wale ale Tae AHA 

aot fei wurfa aai eiexTerraT | 


When she, the Karnataka Queen (Karnatarajapriya) had heard of his 
poetry she had differently interpreted her words with the result that her 
darpokti had got transformed into vinayokti. ‘Their left foot I put on 
my head’ was her ingenious interpretation fesam vümcaranam Karua- 
fajaràjapriyà nijámürdhni dadhami. And with this interpretation she had 
honoured him. Unique really is her devotion to learning. She is 
learning incarnate indeed! His Vidyavati also is like that. He has no idea 
as to whether she is alive or not. As he is saying this he happens to 
listen to a song where a lady most poignantly expresses her sorrow at 
the separation from her husband. She longs to see him. . She asks 
him to appear before her and give her a fresh lease of life. Kālidāsa 
is surprised to hear this. Who could be singing like this ? It is the 
very painful story of his wife! He thinks he should send a message to 
his loving wife through a cloud of whom he had been thinking for 
quite some time. He asks the cloud to go to his beloved who would be 
forgetting the tone-combinations, though composed by her own self 
while she would be putting the Vind in her lap with its unclean gar- 
ments, the tone-combinations where his name would figure. She 
would be hard put to play on the string wetted with tears : 
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sast at afaa ater farfara Aroi 
aiats Rra dagaa | 
adat qaaa: amefia rary 
Wat ya: erat gat «8st fered ou 


‘My love, where are you’ ? Saying this he falls unconscious, Bala- 
haka approaches him quickly and consoles: “Who are you” asks him 
Kalidasa. “I am the Yaksa present in your very mind" replies 
Balàhaka. “But how could you recognize me, “asks Kalidasa again. 
* Your messenger cloud (Balahaka) told me all about you”, 
repliés Baláhaka, concealing his identity of being a spy of the DaSapura 
ruler. “O Yaksa if you really are my friend present in my thoughts, then 
let me know as to where my beloved is” says Kālidāsa. “She is very 
close to you” replies Balàhaka. Kalidasa asks him to show her to 
him without delay. Not even a moment's wait he can stand. At 
this enters King Vikramaditya, together with the chamberlain and 
the Vidüsaka. Kalidasa utters the last verse of the Meghadata: 
etat krtvà priyam anucitaprarthanavartmano me, etc. and says that his 
poem, the Meghadata may also come to an end. The King asks 
Kalidasa who is very much surprised to see him to embrace him. He 
informs him that he has come to seek His assistance to ward off the fear 
of a demoness who wants the solution ofa riddle. Kalidasa solves it 
there and then. His explanation of ihaivasti tato-násti tatoi "sti neha 
vartate, etc. is : 2 


Ug fat site ar sffa JAJAR | 
Sita faaea aT WTHT atea ae te WT gaT: M 


King Vikramaditya feels greatly charmed at Kalidasa’s genius. He 
wants to do him a good turn. He asks Balahaka to bring in the 
Dasapura ruler alongwith his daughter which Balahaka does. He asks 
the Dasapura .ruler to unite Vidyavati with Kalidasa forthwith, He 
holds Kalidasa by hand and asks him to accept Vidyavati, who has 
renounced everything for him, who is devoted to him, who is his very 
life-soul. Kalidasa then recounts him the entire story, from his repudia- 
tion by Vidyavati to his being forced to be a palanquin-bearer. He 
is grateful to Vikramaditya for having accepted him a member of his 
court. Vikramaditya asks the Dasapura ruler to unite the hand of his 
daughter with that of his son-in-law which he readily does. The lady 
forest-dweller garlands both. The Da$apura ruler says that he will 
know no: peace of mind till the union of the two is properly celebrated 
in Ujjayini. Vikramaditya gives his concurrence for this and announces 
. the appointment of Kalidasa as a member of his Council of Ministers. 
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Balahaka enters at this and informs all present that the lady-gardener 
attending on Kalidasa has been put under arrest and is being brought 
there for judgement. Kālidāsa and Vikramiiditya feel pained at a lady 
being put in chains. Balàühaka tells them that she had assumed the 
form of a demoness and struck terror in many a heart. The police has 
the clue to this. Vikramaditya praises her art of acting and orders that 
she be produced before him immediately. The lady gardener in chains 
thea enters along with a police man. Vikramaditya orders her release. 
She bows to the King and to Kalidasa. She tells the King that she 
had not done anything out of selfish motive. Vikramaditya apprecia- 
tes her devotion to Kālidāsa. It was she who had set the King on to 
tracing Kalidisa which ultimately led to his union with him. Without 
the fear of demoness the element of urgency would not have been 
there. The King appreciates the lady’s sharp intelligence. After a 
humorous interlude, Kalidasa expresses his unhappiness over the 
arrest of the lady gardener. The lady says that even her arrest 
has led to her happiness in that she now finds Kālidāsa with 
Vidyàvati in front of her. The King tells Kālidāsa that he would 
listen to all the poems that he (Kalidasa) had composed when he was 
on a pilgrimage. After this Kālidāsa utters the Bharatavakya which 
closes the play. 


Critical Appreciation 


From the detailed story as given above it -would appear that the 
playwright has kept up the basic elements of an old anecdote quite 
intact while introducing some innovations. The momentary coming 
together of Kālidāsa and Vidyavati on the banks of the Narmada and 
the demoness episode are his major innovations which give quite an 
interesting turn to the story. The introduction of a character Bali- 
haka—the name Baláhaka itself is interesting and seems to have been 
inspired by the Balahaka, the cloud of the Meghadita—as the spy of 
the Da$apura ruler and his lady assistant, the forest-dweller, is also 
interesting. Popular tradition takes Vidyottama called Vidyavati in 
the play (the reason for the change in name is not clear) to be the 
daughter of king Vikramaditya. The playwright, however, mentions 
her as the daughter of a Dasapura ruler—he does not give the name of 
the ruler who is always mentioned as Dasapurarüja—as the vessel ruler 
of King Vikramaditya. The names of the three Princes defeated in the - 
Sastrartha by the Princess Vidyavatt are all imaginary. Tradition 
does not record them. Despite playwright’s best endeavours 
to be consistent all through, inconsistency has crept in at 
certain places, e.g., when Kalidasa listens to a song (from behind 
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the curtain) which, he thinks brings out the pangs of his wife, 
he, instead of trying to find out the source of the song, thinks of 
sending a message to his beloved through a cloud. It appears 
the playwright is in undue haste to introduce into his work the 
point of a message being sent through a cloud. It is apiece 
with his spirit of introducing into his work everything connected 
With Kalidasa. Some of the scholars are of the view that it is 
Kalidasa himself who, in the form of the Yaksa, sends a message to his 
beloved. If that be so, a message by him to Vidyavati through a 
cloud must find a mention in the play irrespective of whether there is 
any dramatic justification for it or not. 


While weaving the plot, the playwright has fitted into it very skil- . ` 


fully even such anecdotes as have nothing to do with Kalidasa. 
In popular anecdote, a new recruit as a palanquin-bearer was just an 
ordinary labourer. Our playwright makes him Kalidasa. According 
to the Bhojaprabandha it was King Bhoja whose palanquin he was made 
to carry and not of the King Vikramaditya. A verse attributed to the 
Karnataka queen and found in anthologies too has been included by 
the playwright into his plot. Kālidāsa is shown to have met her 
(Karnataka queen) in the course of his wanderings and humbled her 
pride though he could not help being deeply impressed by her learning 
which poignantly reminds him of his wife, who too was equally learned. 
There is a very delicate touch here. The playwright has eminently 
succeeded in bringing into sharp focus by his adroit handling of the 
Karnataka queen incident, the mental agony of Kalidasa: he has met an- 
other learned lady but is unable to meet his equally iearned wife, he does 
not even know whether she is alive or not. In anguish, he cries out : 
@ ea! erf «fer amad cua mRet a oar at 
WTHSIST Sea p afer | 
The popular anecdote of Kālidāsa having a lady-gardener friend, 
Malini, to whom he used to recite his poems and otherwise discuss pcetry 
with her, being a true connoisseur, finds a place in the play, in line with 
the style of the playwright, as mentioned earlier, of introducing into 
his work everything connected with Kalidasa, The Malini, also called 
Malati in the work, plays an important part. “Assuming the form of 
a demoness, Ráksasi, she gatecrashes into the court, scares everybody, 
mentions a riddle, asks for its solution and points out inter alia that 


none otüer than Kālidāsa can solve it, thereby putting everybody on 
top gear in search of him (Kalidasa). This is an originality par excellence 


1. p. 187. 
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of the playwright. Inno other play on Kalidasa, has this role hee 
visualized for her. She is so devoted to the poet that she hs e 
recourse to any means to help him even if it spells grave pi e 
risk for her. 

The new minor characters that thc playwright has i r 
Vidyavati’s friend Tadillatā, the attendant sul d x e o 
the lady forest-dweller, the Vanacari, apart from, of course, the Vidü- 
saka who provides good humour at places, particularly delightful 
being the following completion by him of the riddle— nahi suklam 
duhkhair vind labhyate : 


al 


qamna amg qug ga Ferd 
q wee karafa um! 
arasd frat + iR aaa utu aq fara 

ed aeia af ge gafan wert i! 


“O owl, you produce ghut, ghut sound in the night which creates 
uneasiness like the sound phut during the day-time, you, crying aloud 
have to bear insult from other birds, during the nights you kill flocks 
of crows. Because of all this, you acquire the status of a bird loved 
by Laksmi, Happiness is not attained without suffering.” 

The chain of the onomatopoeic words as also the reference to owl 
cannot but force smiles on the faces of the readers or the spectators, 
more so when this samasydpiirti is- contrasted with that of Kalidasa 
reproduced from elsewhere by the playwright : 


qaei ARTHAS LATA: A AVSTAT: 
Tara TE nfa gaf wer qais RreTe tse: | 
WRIT pewergerfrmrfeeeere eT 

Wed gea crar ate ga galam emt QU 


dry wood, 


"It is good ds of blows by 
good that you suffered hundreds good that 


good that you have been exposed to the scorching sun, 
you were coated with a layer- of mud, good again that ee 
well-burnt in fire since, O you good pitcher, you heva EU 
the happiness of being waved in the tender arms an ir 
Pitcher-like breasts of the lovely damsels. Happiness !$ nog 
attained without suffering." 





1-2, P. 122, 
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The playwright does not depend upon the  Vidüsaka only for 
humour. He creates it even otherwise. The indistinct and incorrect 
pronunciation of Kirmanatha who gives out his name as Kummanatha, 
his antics when Sudàsa, a royal servant comes to take him to the 
palace, all provoke laughter. Similarly the description of the mutual 
attraction of Kālidāsa and Vidyavati by Tadillatà and Sudüsa makes 
one hurst into spontaneous laughter : 


afamat seme Wee greifen sara rre 
Usama writ foray gu g: up feat: | 
STTI— Tar gq unan Sa ETA EATS magga 
akas gyfer e gia gfare: A: 
Serre feat fer i 


It can befit only the lower characters that they should go in for 
similes of water and bitch in reference to the bride and the bridegroom. 

The language of the play is normally correct and idiomatic. It 
has a classical ring about it. It is only seldom that a questionable form 
meets the eyes, e.g., Vidydvati—tattate ca bhramanártham aham jagama.* 
The use of Perfect with the first person pronoun jars on the ears even 
though the event is described to have taken place in dream. The use 
of the third person pronoun where more properly the possessive pronoun 
should have been used also looks peculiar; though it is common in the 
works of the Bengali Sanskrit writers; e.g., 


wir vae ferar At qus mure 
for "WE FATSGRWTCIU; HT: EWTHÜT ate aa aay 
for: Rfg ed win; at afen, war gfergegp aaao au 
for ^ ^'^ XATRXUDHEHIST aia; Tea ATTA AAGE, 


for ^^ ^ eanbrRercaeys 


Occasionally the use of the tense looks improper, e.g., Sakhi—nanu- 
Sayabhajanant bhityáf.? Here the friend is using asirlin for the Princess. 
Occasionally the influence of vernacular peeps out or else how can such 
words or expressions as mentioned below be justified : 
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WM, mur reada grew, shares Grm exemp? frare Bu 
wafrer end frg v 


Since the work is on Kālidāsa it was inconceivable that an expression 
or a phrase or two here and there should not creep into it^ 


amad -- «rd qereseredirTeT Warewer were wm P 


cp. WEI sapie siepe: Pere Gamqpmia 
sfeqeeme 1° 

In line with the above are the lines from the Kalidasan verses. 
some of them with some alterations. 

atata: —(Describing the emaciated Vidyavati after a chance meet- 
ing with her on the banks of the Narmada) : 


(1) rå ma aianei  RHTUT 
WEE SUD aana Antaa | 
arit «rg ferafaat faat gaara- 
saraga AT SAITEWATUT 117 
cp. The Meghaditta verse : 
att am afan aaraa 
we ear aaga freu | 
giaa KATA AT 
ar aa egaa gieda eg: UA 
(2) saii saia aiaa: 
qaar aR agga d 
anad Raet wtuut 
a duai wfagered maq s 
cp. $ākuntala verse i 
sedat saaa Wr: dE 
exeat serra Aer | 
matter aag eefe: 
gaia qina fT ut 





1. p. 41. 6. Immediately before verse 23 
2. p. 48. 7. p. 85. y 

3. p.49. 8. Uttaramegha, verse 22. 

4. p. 126. 9, p.238. 

5. p. 78. - 10, verse 35. 
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It is common with Bengalis to address any lady as mother may be 
she is one’s own daughter. It was probably due to this that the play- 
wright makes the Dasapura ruler address his daughter as mafaa: | 

One of the strong points of the play is its songs. Marked by 
rhyme and alliteration, they exude a peculiar charm. Lines from two 
or three of them are being reproduced below by way of illustration : 


(I) wa sa frange 
fafana 


(2) m m m frfcrerq 
Sereer Ragar faama | 
srfeerfrfre frere. | 
ae tierra espera fata 
ef crier 
afaa 1 


(3) "mw ufi ag afa a ex 
verae IATA 1 
UML XS FATT: 
Taai Tea kate: 7! 


The play has a stotra too which Kalidasa sings in praise of goddess 
Külikü whom he has been trying all the while to Propitiate. The play- 
wright seems to have composed it in a mood of deep reverence and in a 
moment of rare emotional upsurge. There is a happy matching of 
sound and sense here, the sounds preeminently reflecting the throbbing 
of the heart from which they have burst forth Straight. The stotra, one 
of the very hest in modern Sanskrit poetry, bears nearly full repro- 
duction here : 


AANA Ei WS TIET, | 


THATS TAT SAT |i 
l p.50. 3. p.184. 
2. p. 119. 4. p. 187. 
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Faai aeeai wargatgseaer- 
SHIT HEA sfr aeaa i 
GUPTA Tae ES TTT | 
TSS mro aafe du 
arenaria ana à 
farg farmer gÀ nara efèt i 


The playwright not unoften permits himself high-flown poetry 
which reminds us of the ancient masters. As an instance muy be mon- 
tioned the following which describes the early morning : 


amacaa WT frere faa- 
mesa maa wg: T | 
maaa sete faye aT wWH- 
fart gratqura: enfe safa: 11? 


“The darkness of the fourteenth night of the lunar fortnight spreads 
indicating its end; the sun even though it is not within sight makes 
the eastern quarter pink by the light of its rays; the separated 
Cakravaki slowly goes near the Cakravaka; the laughter of the 
quarters has got itself reflected in the blooming lotuses.” 


The playwright has a knack of putting things in such a way thar 
they go home straight. When Malini asks Kālidāsa to send a 
letter to Vidyavati, he says ‘well, it is long, there has been no contact 
with her.’ Will she be satisfied by a (mere) letter? Is the unwatered 
earth tilled by mere talk of water (only) : 


Rasaan ferar fr quur frat i 
safa wp: fer gore ata S Ss 


The critique on the Mahakavikalidasam will not be complete with- 
out a note on the character of Kalidasa as depicted init. Though a 
fool, he is shown here as a tender-hearted person. He muy be slow 
in sense but not insensitive. That is why when Vidyavati insults him, he 
says: 


qaa (ueber) fe creat (seat) afer (aR) sueta adt 
nRa à fing fire, ang 1 ae’ (ARG) i 





1. p.80 z 3. p. 118 
2. p.83. 4 p.79 
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(Does a fool not have a feeling of love ? the feeling of insult or 
honour? Fie upon me.) 
Dullwitted, he is aware of the fact that a wife should be devoted to a 
husband. Very pointedly he says : kim vidyayd yd patibhakhim na 
dadati; what has one to do with that learning which does not inculcate 
attachment to a husband ? These words uttered in writhing anguish 
pierce the heart of even Vidyavati, the high-minded lady. Says she : 


fa fare ar fefe a cardia genfa erf waaa agafa i 
gam o 
"Though rejected by Vidyávati, Kālidāsa bears no illwill for her. 
He i$ often lost in her thoughts. The play depicts Kālidāsa as a loving 
und a devoted husband, a true friend and an affectionate companion. 
He comes into an intimate contact with the lady gardener, málini. 
There is no touch of sensuousness in his love for her. He looks upon 
her as his sister. King Vikramaditya therefore rightly terms him as the 
very jewel of his court and the one to be treated as such: Mahd-na 
ralndymano ratnamaeva parisadal® and is appointed by him as one of the 
members of the asszmbly of nine jewels : 


atia: -- TIA at TAG XGnTHUTT: UIÍNSRdÉ Up amaata- 
art? 


^ 


and confers on him the title of mahakavi. Maha—Mahdakavity up- 
adhind satkariavyah Kalidasah. 

The play strictly follows the dramaturgical rules. Jt has all the 
thrce types of plots, the Sücya, the Sravya and the Drsya or Unmeya. 
The Sücya type is represented by the Viskambhakas both Suddha and 
and Samkirpa, in the beginning of Acts I, II and' IV and Aakavatara, 
termed Ankavisivatara in the play in Act IV, the Sravya in the conversa- 
ton between the characters and the Dr$ya or Unmeya in jandntikam,® 
avagatani", praküsam* etc, It records all the three types of acting the 
angid, the yacika and the ühárya : 

Alsat :pHo -- gas qai areata 
TUR: -- RATA m gear’ 
Rito =. ami afta saa!” 





| op. 79. 7. p. 43, p. 120. 
2. p. 126, 8,* p. 38. 

3. p. 117 9. p. 50. 

4. p. 124 10. p. 80. 

5&6. p.42 
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faato -- Tat Sater! 
ato -- gd taad 
raro -- xf agent srt Agata 
afas — arRo -- «ife 
7 (s=4:) afer mfra: 
mela -- aa ow areata 


Of the five types of Prastávaná the play has probably the Avalagita 
type though it does not strictly answer that. Of the two types of 
Avalagita (i) a simple introduction of a character and (ii) the introduction 
of a character by making some point of similarity between the introducer 
and the character or characters introduced it is the second which comes 
the closest to the one found in the play. The last verse of the 
Sütradhüra which introduces the characters, the three Princes, expresses 
similarity between the audience and the characters and not between the 
Sütradhara and the characters : 


qao ANAT TF Het TNT STEHT d 
ST Wa: ae fear TATA ut 


The playwright meticulously follows the five Sandhis in his work 
the style of which appears to be Páticali an admixture of Vaidarbhi and 
Gaudi. It has short and easy sentences in prose and long sentences 
marked by compounds and excessive alliteration in verse, more parti- 
cularly, the songs. 

Altogether the play leaves a very happy impression on the mind. 
The playwright has eminently succeeded in achieving the real purpose 
of a play as enunciated by Kalidasa : 


ara feia ags TATA l 





1. p.85. 5. p. 83. 

2. p.120. 6. p.126. 

3. p. 85. 7. Prastavana, p. 37. 

4. p.80. 8. Malavikagnimitra, 1, 4 
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KAVIKALIDASAM 


— — 


Witten by Dr. B.K. Bhattacharya, LA.S., it was published from 
Calcutta in Saka year 1890 or A.D. 1968. 
It is rather a curious coincidence that the two plays on Kalidasa, 
the Kalidasacaritam and the Kavikdliddsam were written by adminis- 
trators who carried on their literary work alongwith their heavy 


wrote the play, while Sri Velankar was the Post Master General of 
Bhopal. Both these celebrities have shown by their example that no 
amount of official duties or lack of literary or intellectual environment 
can come in the way of production of literary works provided there is 
the will to do that, 

The main motivating force for Bhatt acharya to compose his play, 
as he himself expresses it in the.Preface to it, was ‘to convey an idea 
of Kalidasa's literary virtues. He has spurned the myths clustering 
round Kialidása's name. He cannot persuade himself to believe in 
the time-worn traditional account of Kalidasa, “a simpleton originally, 
acquiring learning through goddess Kali.” He leaves no one in doubt 
on this score when he Says in as categorical terms as possible that he 
wholeheartedly agrees with those who declare that the various legends 


grammar, rhetoric, prosody, astronomy, Beography, scriptural literature 
as well as philosophy could not have become learned Overnight due to 
a semi-miracle. The plot of the play is based on pure imagination. 
The imagination is, however, based on the account of the poet 
sustainable historically, an account based more on probabilities than on 
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myths as the conversation between the Nati and the Sūtradhāra would 

bear out : 
qct; Hel T HITHEHDR angna gaara sitas fes aa ownfa 1 
quum :— wal adana captan Manaa aa | 
qeq a faaet: qiga armada aaifian | 


The play opens with the scene of Kalidasa proceeding to the 
court of Vikramaditya in search of livelihood. Sarasvati, the goddess 
of learning, has asked "him to compose beautiful poetry but he is 
unable to do so due to his abject poverty. He has heard that 
Vikramaditya helps the learned. So he is going to him. On the way 
he meets a young Brahmin Vararuci who is also going to Vikramaditya 
for the same purpose. Both Kālidāsa and Vararuci pick up conversa- 
tion and make friends with each other. Both indulge in mutual praise, 
with which ends the first Act. 

The next Act introduces King Vikramaditya on the throne in the 
company cf his daughter and courtiers. He tells the learned assembly 
that he has seven-jewels in his court. If only three more were to be 
added to them, they would, being ten in number, symbolize the ten 
quarters. Varahamihira, the astrologer and one of the jewels of 
Vikramaditya’s court, at this tells him that instead of the three only 
two would suffice, the King himself serving as the tenth one like the 
nine constellations, Naksatras , with the sun in the middle. He further 
tells him that astrologically his period is favourable and that he should 
be able to secure the other two jewels before long. Maijubhásitl, 
the King's daughter, supports his words." As the conversation 1S On; 
Kalidasa and Vararuci enter the court. After introducing themselves, 
they recite their compositions. The King is extremely pleased with 
them, especially with the postic compositions of Kalidasa which whet 
his appetite for listening to poetry. He asks all of his jewels to come 
out with their compositions one by one which they do, though allo 
them are not poets. After they have finished, Vikramaditya nominates 
Kalidasa and Vararuci as his two new jewels. Thus his desire of having 
nine jewels in his court is fulfilled. 

In the third Act Mafijubhasin 
has obtained permission from her father 
from Kalidasa. She regrets that sh : 
the requisite proficiency in ! 
She fests that as ema) a so by going through the d 
poet’s compositions. Kālidāsa is going ON va 
Rtusarnhara. She then recites a verse from it. Just then drops in à 


Lis shown reciting something. She 
for learning to compose poetry 
has not been able to acquire 

even after three — years. 
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friend of her, Kasturika, who cuts muny a joke at her expense, also 
hinting at the love that the Princess has developed for. Kalidasa. 
After she (Kasturika) leaves, enters Kalidasa. He tells her (Majfijusbhasint) 
that he is now writing the description of the Spring season. 
Mañjubhaşiņī expresses her great satisfaction at his description of the 
rainy season which she says, excels even that of Vàlmiki. Kalidasa has 
great admiration for his predecessor and does not agree with her in 
this. He then tells her that the Rtusamhara is almost over and that 
his next compositon is going to be the Kumdrasambhava which includes 
in the title the reference, though covert, to Kumara, the brother of 
Maijubhàsini. On a query from her he tells her that the Vikramorvasiya 
which he would take up subsequently will perpetuate her father's 
memory. He further informs herthat he has decided to compose a 
poem under the title Raghuvariisa to commemorate the victories of Raghu, 
her father and grand father. He is, however, sad at the news of the 
Svayamvara of Maiüjubhüsin! announced by Vikramaditya. To him, 
Mañjubhāşiņī is a source of inspiration. He cannot write poetry if 
She is away from her. At this Mañjubhāşiņī tells him that she will 
keep away from the Svayamvara and that, if her father agrees, .her 
sister Mandàlikà who is equally young and attractive will go to the 
Svayarhvara-sabha. Kalidasa feels greatly relieved at this. Just at 
that moment enters ‘the "King. Maiijubhasini apprises him also of this 
resolve of her. The King is furious at this. He feels that Kalidasa 
has betrayed his trust. He has enticed his daughter though he was 
asked only to teach her poetic composition. He orders his extern- 
ment from his kingdom for a period of one year. Maiijubhasini first 
cries instinctively but then consoles herself with the thought that 
for her the time for firm resolve and hard penance has come and that 
it does not become her to give way to r ;vousness, She sings a song 
to beguile her time and with it closes the Act. 

In the Fourth Act, Kalidasa is shown Sitting in a Ramagiri 
hermitage. Eight months of his exile are over. Being away from the 
din and turmoil of Ujjayini, he has got time enough for his literary 
pursuits. He has almost finished the Kumarasambhava, Lost in self- 
introspection, he is ruminating over his rather uninhibited description of 
the love of the Divine Couple, Parvati and Siva in the Kumdrasam- 
bhava. He has described their love after-the manner of the humans. How 
can human imagination go beyond the ways of the humans, argues 
he. He is convinced that in spite of his misgivings the Kumdarasambhava 
would please the Primeval Parents. ; 

In his exile Kālidāsa is accompanied by his devoted friend 
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Vararuci who looks after him in all possible ways engaging him at 
times in interesting conversation. While talking to him Kalidasa happens 
to look at a cloud clinging to the peak of a mountain. Hardly is he 
able to control his emotions at this. He addresses him and makes an 
offering of fresh Kutaja flowers to him. Lost in his thoughts, he 
recites a couple of verses by way of a message to his beloved at 
Ujjayini which he asks him to carry to her. He tells Vararuci that 
he had forgotten all about himself and his surroundings and was 
talking to his beloved through verses in Mandakranta metre having 
reached Ujjayini mentally. Vararuci asks him to compose a full poem 
in Mandakranta metre to which Kalidasa readily agrecs.. Vararuci 
leaves at this and Sanumati enters. The simple forest-dweller had 
developed love for Kālidāsa during her frequent contacts with him.- 
When Kālidāsa tells her that he would be composing a poem 
where he would give expression to the pangs of separation suffered, 
the realization dawns on her that he does not reciprocate her love and 
that he is in love with another lady. She feels let down. She is 
painfully reminded of some of the earlier incidents which she had 
mistaken as indications ofthe developing feeling of love for her 
in Kalidasa. Kalidasa protests his total innocence though he feels sad at 
his actions. As dejected and forlorn Sanumati leaves, his thoughts revert 
to Mafijubhasini. He recites a verse (which occurs in his Meghadüta) and 
leaves the stage. i 

The Fifth Act introduces King Vikramaditya in his court. He is 
unhappy at Kalidasa's exile and Vararuci’s absence. His jewels advise 
him to go out on Digvijaya to beguile himself, He agrees and 
orders his Commander-in-chief to take up necessary preparations in 
that regard. Vetaülabhatta, one of the jewels, suggests that after the 
King attains victory he may perform the Asvamedha sacrifice. At this 
enters Vararuci who conveys the news of Kalidása's return to Ujjayini 
though at his (Kalidüsa's) very behest he refuses to disclose 
his whereabouts in spite of persistent queries from the King who does 
not want to waste even a moment to meet him. The only information 
that he parts with, much to the annoyance of the King, is that he is 
staying in a hamlet of a lady gardener at Ujjayini. He is completely 
lost in composing poetry. He has completed the Meghaduta and is 
busy composing the Kumdrasambhava which he would not bring to 
completion because of the adverse criticism of her lady gardener friend 
at the free and uninhibited description of the love of the Divine 
Couple. He has also composed the play, the Vikramorvasiya, where he 
has described the love of Urvasi and Purüravas. The explanation 
that Kalidasa has remembered his patron in the Vikramorvasiya by using 
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the word Vikrama in the title of his play, the Vikramorvastya, though 
there is no character of this name in it, makes the King highly sad 
and penitent at Kalidasa's magnanimity in the face of his own harsh- 
ness. At this stage enters the princess Mañjubhāşiņī. Noticing 
Vararuci’s presence she enquires from him the whereabouts of Kālidāsa. 
Vararuci informs her that he is staying in the house of a lady gardener 
Puşpitāgrā. The King tells her that henceforth there would he no bar 
to her meeting her sweetheart. He tells her that both of them, 
Kālidāsa and Maüjubhasini, would be married soon. Bashful. 


Maiijubhasini withdraws at this. After a humorous interlude between" 


the king, the jester and some of the jewels which does not add in any 
way to the story, the Act comes to an end. 

The Sixth Act that follows is introduced in the play in the form 
of a conversation between some of thé citizens of Ujjayint whose 
names are given there as Kartika, Ganesa, Phàlguni and Vasava. . 
They are joined towards the end by Vararuci and Puspitagra, the lady 
gerdener, in whose hamlet Kālidāsa had stayed incognito for some time 
after his return from Ramagiri and with whom he had daily sessions 
for discussing poetry. The citizens’ conversation reveals many an 
incident that has taken place in Ujjayini with reference to Kālidāsa and 
Vikramiditya. Kalidasa has been married to Maiijubhasint, their 
marriage having been ‘celebrated with great fanfare. Even after 


two years people remember nostalgically . - the decoration of the `- 
city and the singing and the dancing that had accompanied the happy .- 


event. Kalidasa has composed a new play the Abhijianasakuntala 
which is considered his life and soul, though there is doubt among 
people as to which of his works the Abhijfiánasükuntala, a later 
composition and the Meghaduta composed at the time of his exile earlier 
is greater. There is also discussion between two of the citizens about 
the impropriety of the protrayal in the Kumnürasámbhava of free and 
uninhibited love of the Divine Couple. Vasava, one of the citizens, 
gives a fitting reply to Phalguni, the other citizen who refers to it. 
The conversation then Switches over to the news of the exploits of 
King Vikramaditya who is away on Digvijaya. It is also given out 
that Kālidāsa is describing them through the description of the exploits 
of Raghu in his Raghuvamsa which he has started composing. The 
citizens quote from this work verse after verse in connection with the 
victories of Vikramaditya over the Bangas, Kaliigas Pandyas, Keralas 
and the Yavanas (though. these verses are given in the Raghuvamsa, in 
connection with the victories of , Raghu). Kartika, one 
of the citizens, is sure that King Vikramaditya, on his return will 
get equal happiness, from the Digvijaya as also the Raghuvarisa. 
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Gane$a, another citizen, tells Vararuci, who has joined them now that 
Kālidāsa is busy writing poetry day and night. Kartika informs him 
that there has been no trouble in Malava during the King's absence. 
There was some locust invasion on fields but that was brought under 
control thanks to the efforts of the agricultural experts. Puspitagra 

enters at this. An interesting conversation ensues with her. She 
then leaves for the King’s harem. Kartika also leaves for some work. 
The other citizens depart to witness a wrestling match being held in 
the capital’s stadium. The Act at this comes to a close. 

The Seventh and the last Act is introduced with Mafjubhasint 
singing a song. Kaliddsa-enters at this and tells her that like Dusyanta 
he has been carried away by her song. An interesting conversation 
follows this. Mafüjubhàsini tells him smilingly that she is neither a 
wild fawn nor a Sakuntala. She is the daughter of an emperor 
living in a harem. Kalidasa says at this that what confounded him 
was the sadness of the song though it was sweet otherwise. 
Maijijubhasint asks Kalidiisa as to what for he has come to the harem 
at a rather odd time. His reply is that who would care for time, odd 
or otherwise. /avauyam dkarsayati rasajiiam ratrau ca diva ca 
pramayara$miná ! (Charm pulls towards it with the rein of love day 
and night one who. appreciates beauty). Well, he has to tell her 
something in particular : ásti me kaScid vagviSesal.2 Marjubhasini 
at this remarks, that she knows as. to how he has won fame as an 
inventor of riddles. ‘Well, like the word Kascit he has obliquely hinted 
at the composition, the Afeghadüta beginning with kascit. Kalidasa 
taking up the thread futher says that the Kavya; beginning with vak is 
almost complete. His three Kavyas convey something that 
is ordinary. Something special to be conveyed is in his mind only. 
Maiijubhasini then enquires from him as to what new poem he would 
compose after his completion of the Raghuvarisa. Kalidisa says that 
he would not like to compose a Kavya after that. Let the Raghuvamsa 
remain without a second, advitiya. Maiijubhasint says at this that the 
Raghuvamisa may well be his best . poem but she likes most the 
Meghaditya, the unique creation of his poetic genius. With a smile 
Kalidasa replies that the worship offerings made to a deity may turn 
into some invaluable asset for him. With its unique capacity the wor- 
“ship of love turns the lover into a god and the beloved into a goddess. 
Maiüjubhüsiot, though pleased, feels embarrassed at this. She then 
switches on to a different topic. She enquires from Kalidasa as to 


—_—_—— — 


l. p. 94. 2. ibid. 
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whether he has composed a Yamaka Kavya, called the Nalodaya 
during the exile and another Kavya called the Puspabanavilasa. 
Kalidasa's reply is that these are the creations of some modern poets; 
thers are many composers who are composing poems in his name with 
an eye on poetic fame. What a peculiar human instinct! People out 
to win fame would like to live even by the fame of others. At this 
the conversation between Mafijubhasini and Kālidāsa switches on to 
Vararuci’s poetry which Majijubhasini says has a special fascination 
for her. Kālidāsa also speaks well of it. Mafjubhàsini at this asks 
' Kalidasa the likely period of the return of her father from his victory 
expedition. Kālidāsa replies that according to his information the 
expedition is already over. The victorious King should be soon coming 
back to the capital. Hardly does he finish there enters the lady 
gardener Puspitagra. All the three. Kālidāsa Maifjubhàsini and 
Puspitagrà then engage in an interesting conversation which is marked 
substantially by wit and humour. After she (Puspitagrà) ieaves enters 
Kasturika. The same kind of interesting conversation is carried on 
with her too. She also leaves soon. As soon as she is out, the return 
of the King and the Prince to the capital is announced. The King 
comes to the very place where Kalidasa and Majijubhasini are talking 
to each other. He enquires in a lighter vein about Külidasa's poetic 
expedition. Majijubhisini informs him that his Raghuvansa should 
be over soon. Kalidasa says that in it he has described his (the King's) 
victory expedition in'the form of that of Raghu. This extremely 
gratifies Vikramaditya. He says in the Kumarasambhava the poet 
has mentioned the name of his son, in the Meghadiita of his grand son 
Skanda and in the Vikramorvastya of his own self in the very title. 
Through Kalidasa all of them would become immortalized. He 
expresses the desire to go through the Raghuvamsa in his (Kàlidasa's) 
and Majfijubhisini’s company. There is no grammatical error, involved 
figures of speech or be-end and all-endness of metres in his poems. 
He goes on like this with his eulogy of his poetic compositions which 
embarrasses Kalidasa not a little He is grateful to the King and 
feels lucky in securing for himself his affection. Addressing 
Maiijubhasini, the King says that she too is very lucky because of the 
love and the glory of her father. Maiijubhasini fully agrees with him. 
- She takes pride in being the daughter of a loving father and the wife 
and the pupil of a great poet. Then follows the Bharatavakya with 
which the play comes to an end. 
Critical Appreciation 

From what has been said above, it would be clear that the 
playwright has tried to raise the structure of his play only on some 
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Kavikalidadsam a 
seminal material. He has rejected the popular stories i 

Kālidāsa The only old material he ha drawn sen ue sum 
connects Kālidāsa with King Vikramaditya pointing to his having: been 
one of his nine jewels, navaratnas. The rest of the story is born purely 
of his imagination. There is no tradition of Külidása's love for and 
marriage with Mafjubhasini, the daughter of his patron, the King 
Vikramaditya. The other characters in the play like the Vidüsaka 
Kasturika, Puspitàgra, etc. are also imaginary. The various incidents 
like the chance-meeting of Kālidāsa and Vararuci and their proceeding 
together to-the court of Vikramaditya, the recitation of a Sloka by 
each of the nine jewels, Mafijubhasini’s love for Kalidasa and her 
refusal to appear at the Svayamvara, Kalidasa’s stay incognito in the 
house of a lady gardener Puspitügrà are all figments of the fertile 
imagination of the playwright. It was this very imagination which 
again has enabled him to identify the Yaksa of the Meghadiita with 
Kālidāsa and Raghu in the Raghuvamsa with King Vikramaditya, 
The playwright has so made out the story of the Meghadiita that he 
has given the go-bye to the Yaksa and supplanted him by Kalidasa, 
who described in the work his pangs of separation from his beloved 
Mañjubhāsiņī because of his exile ordered by Vikramaditya in a fit of 
pique, charging him (Kālidāsa) with having enticed her (Vikrama- 
ditya’s daughter). Similarly, the description in the Raghuvanisa of the 
Digvijaya is, according to him, an ingenious attempt on the part of 
the master-poet to describe the Digvijaya of Vikramaditya. Equally 
ingenious is his attempt to look for references to the King, his son 
and the grand-son in his works. The entire play is an attempt to bring 
out the poet in Kalidasa. The plot is very weak. Verse 
after verse is rolled out in it. This over-profusion of verses cannot 
be explained away by the fact that the play is woven round Kalidasa, 
the poet. The play cannot but leave an impression that it is a 
contrived thing, the naturalness not being its primary quality. Since 
the work is about Kalidasa, it was but proper that all of his works 


should find mention in it but the way they have been put is hardly 


dramatic. Which work are you writing now, what is going to be your 
next work, this work is nearly over, etc. are the expressions used for 
introducing works. These expressions are likely to have little appeal 
for connoisseurs. True to form, the playwright has not forgotten 
some of the works attributed to Kálidási but considered by later 
researches as spurious. Books on the history of Sanskrit literature 
mention these as those written by later writers. But to make Kalidasa 
say in the play the same thing looks very funny in the face of the fact 
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that the playwright is writing a play where Kalidasa himself is one of 
the characters : 


arfaa: — Rafa STHRTTIFRI aaia cag amaan u 


How can Kālidāsa say arvācinena? The history book seems to have 
taken precedence over the playwright than the play, or even the: com: 
monsense. All told, the play, asfar as the plot, the delineation of events 
and the dramatic effect are concerned, appears to be rather a mediocre 
attempt. 


As for language, it is full of mistakes, grammatical or otherwise, e.g. 
Pasqafg wer, for fasqatfg ur, sara for aara (repeated a number of 
times), UY Arfa srid? for fa: gni, queqer afaguaat X farzfa 
wae for grat 3 firxfa art:, gmerewas for STANT, Teg TUT TEAS 
for aaaea, + aaarfa sara aq seafegy? for q speiffi wate aay 
seareiaga, Past faari shears for Fret feret safacar, amama feudo 
agana ghreat, wafia faaafaro for aafia rem, aragian Pra 
wrfer:! for artadarfa famaarfaarifa; etc, Occasionally the playwright 
permits himself non-Sanskrit-expressions too like kāhinī for 
kāhini, story, paħgpal!2 (meaning not clear). Here and there analogical 
formations such as tadrsa V$* on the lines of sadrsa 4 <I also cross 
the eye. At quite a few places the construction lacks the Prasadaguna 
and is ambiguous, e.g., 

(1) frenis fagara adl mper fadar 
asear aed Penna faerat arant "maig 114 
(2) ur gafirar ear crear 
eal priu gaar i5 


The only radeeming feature of the play is its fairly good 
number of songs which are, by and large, racy and crisp. The 
author’s originality is at its best here. He has invented a large 
number of new metres, as many as 57 of them, and used them in 
his play. On his own, he has provided names to them also like 


1. p.98. 2. p.3. 
3. p.13. 4. p.22. 
5. p. 33. 6. p.46. 
7. p.49. Also sees imilar construction, p. 75. — 8. p.63. 
9. p.65. 10. p.74. 
1l. p. 84. 12. p.896. 
13. p.86. 14. p. 66. 
15. p. 12. 
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farwar, aten, Pead, aeaa, aragia, afad arsam, 
HAAS 1, Aasaa, IRS, anfa, etc. Where the nes mene tad 
only a slight variation. from the older one, a new name varying onis 
in part from. the name of the older one has been adopted. ea. 


asamar, ag aafaa, etc. At least two of the metres fae 


e, we» 
somewhat ʻa non-Sanskritlike appearance, e.g., TEITT, 
Ranrantyata. The rest of them have all beautiful artistic names like : 

aeqaanfenr, ifo, warerat, daaa, masaz, Wien, 
FETC, traa foit à i 

The playwright is keenly conscious'of his important contribution 
to this. He says clearly in the English Preface to his work : “After : 
all, if Sanskrit is to continue to play its unique role in our culturai life, 
there are bound to be occasions for resorting to new metres and ti 
would be no sacrilege to urge that our accredited prosodists have net 
said the last word on the subject.” 

The playwright, it must be said to his credit, is thoroughly imbued 
with the spirit of Kālidāsa. It appears he has read through his works 
again and again and fully digested them. It was, therefore, natural that 
in the course of his composition, words and expressions, prose-lines and 
verses of the master-poct should unconsciously appear at appropriate 
places. The playwright not unoften suitably alters them, siving a a 
verse or a hemistitch of it prose garb or a prose line ora passage. a A 
verse form or even otherwise changing a word or two here and there to Se 
suit the requirements of his play. He does the same with lines from 
other works too. The overall effect left on the mind is that of the 
spontaneous inflow of the lines or words or expressions from older 
works into that of his but occasionally one cannot help feeling that 
there is a deliberate effort to stud the work with them. A few 
instances of the words and expressions and lines from older works 
occurring in the work are : 

(1) sre. anean ST Ae ÍT Taft me; D No 
(2) fran: fafaa serafa sigan arts MAR n 
areal aft us HISaAAATeHTAA Ta 2 5 
(3) asqar akafa qaaa arma favent 1 4 
(4) Sareea: —afi sp qarta, SEX aa HQ WINE ANS: STS 
(5) arfar: fe à afaa, eter frase 4 areTarfany 


"Pa 


AC LU ARIA Me 


ERO 















————— 


2. p.14. 


. 13. 
. 16. 4. p.19. 
. 34. 
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(6) saqaf: aaa Sarra setts Talaga wag! 
(7) wesprfavit: are arvasrorifear i2 
(8) wrfaare;— axes, qu ve, Gel asr serves safer 
SEDI AFAR 13 
(9) fama: — wm, fred are a faafia agafa ? yfass fagara? 
fafat mard AAT 14 
(10) fra: - srrarfa® ar Ta: BTL I5 
(11) ama: arafat: sara eq afena ada:  CHSTQEGITRUIUT 
maT QU 1° j 
(12) afaa: nat gagi gardas itan | aafe gR ser 
TAART: TAIATI gT WW |7 
(13) miaa: aa afd saisin ma: afaa: sei 
TTA wer gqargataa qT THSAYTTATTT i8 

Quite a few of the verses from the works of Kālidāsa have been 
reproduced in the play from the Riusamhara, from the Meghadiitd, from 
the Rághuvarisa and so on. This was naturalin a play pertaining to 
Kalidasa. 

The larger verses in the play do not generally have the natural 
flow and cannot be read through with effortless ease. The shorter 
verses, however, fare better in contrast, some of which, are indeed 
couched in a very happy expression. As illustrations may be mentioned 
the following few : 

(1) asami caterer airfare AE: d 
fana frat tara quaff e; 1? 


(2) safer: a: faaara fg | 
Halsa CANA: HA TT AA. TS: 1110 


(3) fart aatia foardat gaa: | 
qa eeu Aas HA ATT: ui! 
Tn line with some of the modern plays the playwright has 
avoided Prakrit. Otherwise he has strictly followed the rules of Sanskrit 
dramaturgy. 


1. p. 36. 2. p. 39. 
3. p.49. 4. p. 73. 
5. ibid. 6. .p. 80. 
7 p.94. 8. p. 106. 
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KAVIKULAKOKILAM 


ges Play in Ten Scenes on the life of Kalidasa depicts the age-old 
legend of his having been a fool initially and having got poetic 
talent through divine grace. Its author, Dr. Mrs. Roma Chaudhuri has 
been described by the well-known savant Dr. Satkari Mookerji in his 
Preface to the play as “‘the greatest woman modern Sanskrit drama 
writer and a pioneer of the modern Sanskrit drama movement with as 
many as thirty Sanskrit dramas to her credit which have been staged all 
over India and also outside many times before appreciative audiences of 
thousands strong”. It was published from the Pracyavani, the Institute 
of Oriental Learning, Calcutta in 1970. Even while in manuscript it was 
staged at the Kalidasa Samaroha at Ujjain in 1967 where it had won the 
coveted Suvarnakala$a Award as the best drama production. The 
Pracyavani has its own drama troupe of amateurs drawn from different 
walks of life - teachers, administrators, students and so on. 


Theme 

The play opens with Kálidása's father Sadasiva Nyayavietsa singing 
án hymn in praise of dawn in Paundra, a village close to Ujjayint after 
the traditional Prologue where the Stage Manager, after he had announced 
the title and the authorship of the play, was shown in a stage of high 
anxiety for arranging for the rather difficult role of the greatest of the 
poets, Kalidasa, and his inadequacy in this regard and is assured by the 
Actress (Nati) to feel strong and not to lose heart in view of the full 





preparations in that connection. He is almost in ecstasy when Kalidasa : e 


enters dancing, laughing and singing. He too sings the praise of dawn. — E 
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He is extremely happy. He tells his father, who asks as to why he is 
fecling so happy, that he has seen a big lotus in a small pond in a corner 
of the village. "This is too ordinary a thing for the father. He can't 
understand as to why Kālidāsa should feel so excited about it. Kalidasa, 
on the other hand, tells that there is every reason for him to feel happy. 
A sced covered in dark earth has got release-the smallest of the small 
seeds has grown into a big lotus. He further tells his father that every 
petal of the. blooming lotus pulls him towards it and takes him to a 
celestial world. He wants for himself a place in the peaceful lap of the 
Mother Nature which is free from fear, free from restrictions. The 
father is all wonder at this abstruse talk. He is unable to make out as 
to whether it is indicative of good or bad. Just as he is busy with these 
thoughts rushes in a Pandit from the Pathasala. Using the choicest of 
Ihe invectives he asks Kālidāsa to come to the Pathasala failing which 
he would kill him. He tells Kalidasa’s father that Kālidāsa had been 
absenting himself from the Pathasálà for more than a week and that he 
had not gone through even a single line of the texts and further that he 
had been engaging himself in quarrels and arguments with his class- 
fellows. He conveys to the stunned father that Kālidāsa is the most 
foolish, the most incapable and the most wicked of the students. On a 
query from the father, Kālidāsa confirms all this. The father asks.him 
as to why he should be averse to studies. He replies that the Pandit's 
feaching produces a burning sensation in his ears and does not touch 
his'heart. He ridicules the Pandit which further infuriates him to the 
point of telling his father that from that day onwards he stands expelled 
from the Pathasalà. He (Pandit) softens a little on a request from the 
father to allow him just a day to set things right. As the Pandit leaves, 
the father asks Kālidāsa sternly to be like other students and.prosecute 
his studies with the Pandit. Kālidāsa flatly refuses to.do se. He does 
nol yield though pressed hard time and again. The angry father then 
orders him to be off from there and not to show his ugly face to him. 
Kalidasa gets ready to leave for the world outside, to go to the abode of 
Mother Nature who he thinks is calling him out. At this crucial moment 
enters his mother. She pleads with her husband to be patient with the 
son who. she feels needs to be brought'round and not to be, discarded. 
She requests him (her husband) to Keep quiet and asks Kalidasa to 
accompany her fora quiet talk. Kālidāsa agrees to this, He gets very 
emotional and agrees to do whatever she says. ; 

The Second Scene is laid at noon in a garden adjoining the house 
of Kalidiisa’s father. Enters Kalidasa with a key in hand. An insolent 
fellow, he thinks himself a sovereign and not a slave of anybody, not 
even that of himself. He looks upon himself as Mahadeva, superior 


even fo Mother Kali, He is aware that people call him a fool, a bad 
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person, beyond all control. But he cares a fig for all that. He certainly 

is not going to go to the Vidyalaya and listen to the crude words ol the 
Pandit. He hears in the meantime his mother calling him to have bath 
and meals. He then suddenly remembers the promise that he had nude 
to her. She at this enters the garden unable to wait even lor à minute. 
It is getting very hot in the garden outside. Kalidasa tells his mother 
that he is not going to attend the Vidyalaya even if it means vourtiny, 
the great sin of breaking the promise. He wants to go only to the 
Vidyalaya of Mother Nature where he has many subjects to lewn. "Elie 
mother feels absolutely bad at this and leaves in a hutt followed by 
penitent Kālidāsa but soon she is beyond his reach Eaters the sluge 
his father with two gentlemen who complain that Kalidasa had removed 
from the garden of one fruits and flowers from that of the other 

Kalidasa is not a bit sorry for this. His argument is that they ate the 
property of Mother Nature who belongs to all in common. A Vitel 1s 
one who keeps it to himself. The gentlemen ridicule hint lor all. Tus 
strange thoughts and threaten to report the matter to the Towitin- 
charge and have him put behind the bars. The father is all suriow for 
this and does not know what is in store for him. 

The Third Scene is laid in Kālidāsas house. It is morning. Enters 
the saddened mother of Kālidāsa. She has lost her husband and has 
suddenly become helpless:and penniless. As for her son Kiilidisu, he 1s 
uneducated, indolent, quarrelsome and unnianageablo, moving about 
day and night from forest to forest and place to place totally unmindiul 
of making a living for himself. Looking at her misfortune, she begins 
to cry. Enters Kālidāsa. He enquires of his mother as to why she be 
in cries. Addressing her as the pious one he tells her that even it drop 
of her warm tears can set the whole world on fire. The unhuppy mother 
tells him that his sweet words can no longer soothe her; they no longer 
can provide clothing for her body. What she has seen till E ume ts 
public censure for him and sorrow and misery for herself. 1l hese words 
do touch Kalidasa, He realises nevertheless that it is too lite for hum 
to do anything worthwhile— even to 80 in foc education. The mother 
tells him that there is not even a grain in the house. Some arrangement 
for food will have to be made immediately. Kālidāsa asks her to vut 
for a while till he is back after doing the needful and rushes out. The 
distraught mother feels sorry for her harsh words for her son, She 
cannot figure out as to how he would manage food, clothing and other 
necessities of life and goes out crying. 

There is a change of scene at this. The next scene 15 laud at OUI 
in a dense forest, Bewildered Kalidasa enters it running. He is unable 


to make out as to how he should procure d-seller - 
ready to do anything for this, Just at that time, enters u WüQU-Selier 
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bent down with the weight of wood. On a query from Kālidāsa he 
tells him that the sale of wood is his ancestral profession. With this he 
supports his family. This gives an idea to Kalidasa. He too wants to be 
a wood-seller and requests the man to show him the way the wood is 
cut. Finding him penniless, the wood-seller takes pity on him and offers 
him his own axe to cut wood, he having another one at his place. He 
invites him to his hut where after having rest he proposes to show him 
happily the way the wood is cut. Tearful Kālidāsa feels deeply obliged 
to him. Both of them, the wood-seller and Kālidāsa, then leave the 
stage. 

There is further change of scene at this. Enters Kālidāsa the stage 

ut noon weighed down with the weight of wood and feeling tired. Wood 
'eutting needs good effort. He, however, is not averse to it. The 
earlier laziness has completely left him. His only regret is that he is 
chopping off with his axe the limbs of the trees, the watchmen of the 
Mother Village, with their branches spreading outfar and wide. But he 
has no way out. His first duty is towards his impoverished mother who 
has -not had food. He bows to the trees and asks their forgiveness for 
the injury he is inflicting on them. Suddenly begins to blow there 
breeze which soothes him. He feels much relieved and rejuvenated. He 
feels his whole body has had atouch of ambrosia. He tells Mother 
Nature that he feels defeated and captured. He would like to stay with 
her all the time. To hell with society and relatives. He closes his eyes 
and stands infatuated. Enter then two young men laughing loudly. 
They are out in search of firewood for picnic party which they have not 
been able to have so far. As they are about to give up, they happen to 
notice a wood-seller fast asleep. They prod him witha stick. When 
he is up, they find him to be no other than Kālidāsa, the son of the 
great Pandit Sadásiva. To them it is a big joke that the son of the fore- 
most of the scholars should have to turn into a wood-seller. Kālidāsa 
tells them that they should not behave with him like that. He is 
illiterate, a foolish person, with:no help and support, a veritable blot on 
the family. Finding no other way he has taken to wood-cutting as 
profession. One of the two men tells him jokingly that there is a way 
for him. He should go and marry the learned daughter Vidyavati 
Kamala of Mànikyesvarasimha, the ruler of Gauda, who intends marry- 
ing a great scholar. He suggests, in a lighthearted mood again, that 
he should present himself at her Svayathvarasabha and ask for her hand. 
She would definitely select him. The other man also joins in the joke. 
As they depart, Kalidasa laments his misfortune. He finds himself the 
object of ridicule for everybody. He tells Mother Nature that it was for 
her sake that he had left the Páthasazi. What has he got by offering 
himself to her? The Third Scene ends at this. 
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The Fourth Scene begins in the drawing room of the Prinsess. It 
is afternoon. Enters the stage the well-dressed arrogant Princess with her 
two friends Malatimalika and Alokalatika. The Princess is unable to 
restrain her laughter at the previous day's incidents in the Svayarnvara- 
sabhā— how the foremost among the scholars were floored by her. While 
Malatimalika joins in her laughter lauding her superiority over others, 
Alokalatika feels bad that the Princess should have misbehaved with 
scholars and showed so much of arrogance. Since there is going to be 
another session of the Svayarhvarasabhà, itis yet another opportunity 
for the Princess for enjoyment. She invites Milatimélika to accompany 
her. Alokalatikà too does so out of a sense of duty. The curtain drops 
at this. 

The next incident is shown in the Svayamvarasabhü. It is attei- 
noon. Some anxious Kings and Pandits are shown seated representing 
among them the different strata of society affording the Princess a goud 
choice. Each one of them is shown staking his claim to her forestalling 
the choice of the Princess for her likely fascination for the quality that he 
possesses, the quality which is evident from his very name. The Kings and 
the Pandits are : King Vipulavikrama who boasts of his valour and feels 
so sure of his success that he asks others to leave; Pandit Jiünamartunda 
who on account of his scholarship feels sure to win the hand of the 
Princess knowing full well that she is looking for a scholar and not il 
hero; King Kuberakufüjara who is proud of his wealth and is confident 
that no woman can refuse it and Pandit Bhaktisudhikara who, boasting 
of his insight into the feminine mind, isseertain to win her for himself, 
the women falling in just for devotion.“As they start quarrelling and call 
ing names to one another arrives the- Princess Vidyavati Kamali in the , 
company of Malatimialika carrying the garland for the kw 
golden vessel and Alokalatika. The Princess asks every ane us 
suitors present to give his introduction himself in all pur i a 
account of his looks, qualities, wealth and position. She AER 2n 
put certain questions to them. One not able to answer t m x B 
be instantly expelled from the assembly. Pointing a finger ite Diet 
vikrama and addressing him as a fat man, she asks him to stat She 
She makes fun of him when he getting nervous speaks haltingly. T s 
asks him as to who is the bravest of all on the earth. Vip ate 
saying that it is Bhima, she ridicules him saying that it is tortoise i " 
carries on it even the holy serpent Vasuki who has on it the E Es 
earth. She asks him to quit the Palace, there being no place ack " 
for fools. Turning next to Jiiánamürtanda she first makes fun o fe is 
at his feeble voice which is, according to her, in line with his fee 
frame, and then asks him as to who is the most knowledgeable one a 
the earth. His mention of Yudhisthira gets a rebuff from hery 
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points out that it is an ant which can move about freely on the earth, the 
water and the sky to gather news. Jüünamirtanda too has to go. jt 
is now the turn of Kuberakuiijara. Addressed as one anointed with oil 
he is first ridiculed at his nervous speech which is not as soft as is his 
‘body. He is put the question as to who is the richest of all on the 
carth. She rebuts him when he says that it is Kubera and says that 
it is an insect who stays inside the earth which is the repository of all 
the wealth and turns him out also summarily. Turning to Bhaktisudha- 
kara she tells him plainly that she is not for bhakti, devotion but for 
jana, knowledge the pursuit of which is the sole aim of her life. She 
asks him as to who is the best of the devotees on the earth. She 
ridicules his answer that it is Hanuman and says that it is a bunch 
of straw instead, that being always in a bending state. He too has to 
g9 out. The Princess laughs arrogantly at the success in‘ humbling all 
the suitors. She is still unvanquished and unmatched in the world. 
This fills her with great delight and pride. The doorkeeper enters at 
this and, announcing the departure of the Princess, calls out to the 
rejected suitors who are angry and agitated at the insult meted out to 
them which they would now like to avenge. He advises them not to 
speak aloud lest it may interfere with their private discussion. He feels 
that due to the excessive pampering of the parents the Princess has 
turned arrogant, quarrelsome and of harsh speech and needs to be 
checked. Some way may have to be devised for this quickly. 
Jüünamártanda of all. gets up suddenly and says that the best way of 
avenging the insult would be to marry her to a confirmed fool. All 
others agree with him and go out in search of one, 

The Fifth Scene is laid in the jungle around Kalidasa’s village. It 
is morning. Enters the stage Kālidāsa tired and exhausted. He is 
musing over his lot in that even though born of the family of great 
Pandits he has now turned into a wood-seller. He realizes that for this 
he has to blame only himself. For his love of Nature he did not attend 
school and is now illiterate and ignorant. He cuts short his thoughts 
ind concentrates on selling the wood to arrange for necessacy provisions. 
He notices a big tree in front, climbs up its branch and moving towards 
its forepart begins to cut it at its root. Enter just then Vipulavikrama 
and others. They had been on the move for long and failed to spot 
a real blockhead. As they talk among them Jüünamürtanda notices 
Kalidasa cutting the very root of the branch on which he is perching. 
Every one feels satisfied that a big fool hasat last been discovered. 
They call out to him to come down by tempting him to marry him to 
Vidyavati Kamala who wants a learned person for her husband which 
he certainly is in his having discovered a-novel method of cutting which 
he proudly asserts as his innovation. Kalidasa is set athinking at this. 
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Maybe, he is being made fun of. Earlier too two young men had made 
fun of him and had said that he should marry the Princess. His ego 
hurt, he decides to marry the Princess to show that he can do so and ‘is 
not an object to be played with. Vipulavikrama tells him that for the 
proposal that they have made to him he has only to act as they would 
like him to. With him signifying his assent the scene comes to an end. 
The Sixth Scene is laid in the royal palace. It is morning. Emperor 
Manikyesvarasimha is talking to the Queen. He is extremely worried 
about the marriage of his daughter. A number of Svayamvara assem- 
blies have been held to which have come quite a few Kings and scholars 
but the Princess has chosen none of them. The Queen asks him not to 
worry. Destiny will take its own course. The Princess is far too much 
proud of her knowledge. She has no qualms in insulting even the best 
among scholars. Their curses would reduce the Palace to ashes. The 
Queen feels that it is time the Princess is curbed with a heavy hand. The 
King does not agree with her (the Queen). She is major now and is 
highly intelligent as also self-dependent. The Queen is in agreement 
with the King in this but is not able to make out as to the course to be 
adopted under the circumstances. Asthe talk is on, the doorkeeper 
announces the arrival of four respectable gentlemen together with a 
great Pandit seeking audience with the King. The sudden appearance 
of the great Pandit means, according to the King, the Lord has listened 
to his prayer. Feeling likewise the Queen thinks that the son-in-law 1s 
‘round the corner and that they would have him that very day. The 
gentlemen and the great Pandit are ushered in. Jüanamártanda picks 
up the conversation. He tells the King that they have his well-being and 
that of his wife and daughter at heart. That is why they have brought 
with them a learned man asa suitor. Since the man keeps silent at the 
query of the King about his name and occupation; Vipulavikrama joins 
in to inform that that is the day of silence for the Pandit prefacing this 
information with the remark that the topmost of scholars don't p e P 
conversation. with any and everybody any time. He gives out the vem à 
of the Pandit as Kalidasa and says that he is the most respected 0 i 
scholars. Since the selection of the groom rests with the Prin on n 
King calls her in. She is upset, being disturbed n the midst of p 
study. She is surprised to see the very four men rejected by her XR datu 
informs her father accordingly who asks her to have à loox ins ea pi 
fifth man who at the very first sight, on account of his unique She 
handsomeness, thrills her, though she tries to control her feelings. 

: d her husband. without 
says that she would not accept any one as artist belt ho 
Sastrartha, disquisition. Vipulavikrama informs her tha ith. gestures. 
day of his silence the scholar will have the disquisition Men starts. 
The Princess signifying her assent to this, the disquis! he 
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Addressing Kālidāsa as respected sir, she raises one finger. Pat raises 
Kalidasa two fingers. Every one present appreciates this. Vipulavikrama 
asks Vidyàvati, who has her face lowered now, to explain herself as 
to what she had meant by her one finger. She says that what she had 
meant was to convey the idea that the primary cause of the universe is 
Brahman. Vipulavikrama carrying on says that by raising the two 
fingers what Kalidasa had meant was that the causes are two: Brahman 
-and the Māyāśakti. Every one present proclaims Kalidasa’s victory. 
The Princess garlands him and the Scene comes to an end amidst all- 
round joy with the King offering profuse thanks to the four men who 
were instrumental in arranging the union of his daughter with a worthy 
husband. 

The Seventh Scene is laid in the Palace bed-room. It is night. 
Enter worried Kalidasa and bashful Vidyavati—both silent. Both are 
uneasy— Vidyavati because she does not know how her husband would 
talk to her in the honeymoon night and Kalidasa because of his ill- 
luck in being placed in a situation when an illiterate person like him, a 
mere woodseller, comes to be taken by the Princess as the foremost 
amongscholars. While the Princess finding Kālidāsa keeping silent 
thinks that he is busy solving a philosophical riddle and should not, 
therefore, be disturbed Kalidasa rues his weakness and indiscretion in 
accepting the advice of the Pandits and commiting an unpardonable sin 
of cheating an innocent lady. Now that she is his wife, it is he who is 
to start the conversation. It is too much to expect the bashful bride to do 
that. Just to start, he asks the bride to take rest, now that she must be 
feeling tired. The sweet and sonorous voice of the groom pleases her 
the most. She asks him to start a philosophical talk which may serve 
as an introduction for them. Kalidasa is simply scared at this and 
prays.to Sarasvati to appear on his tongue for a while to help him out 
of his predicament. In the meantime is heard the grunting of a camel. 
Vidyavati gets afraid at this hitherto unheard sound. Kalidasa tells 
her that it is that of ufra, camel. Startled, Vidyavati asks him to repeat 
the word. Kalidasa does so in its form of usfa. The cat is out of the 
bag for Vidyavati. She understands now that she has been cheated 
through the device of the vow of silence. . Her misfortune has placed 
her in the hands of a blockhead who does not know how to pronounce 
even a common word like usfra correctly. It cannot, however, force 
her to spend her life with him. At her query Kalidasa tells her that he 
is a poor wood-seller, born in a Pandit family and not knowing even a 
word. While he was striking with his axe at the root of the very branch 
of the tree at which he was sitting, some gentlemen spotted him and 


brought him to the Svayarnvara-sabha by disguising him as a great 
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Pandit. That is all about him. The Princess now understands that it 
is the handiwork of the rejected suitors. They have avenged the insult, 
As for Kalidasa, he feelr extremely sorry and is stricken with remorse. 
He has now come to realize that it is a curse to resort to cheating in a 

matter like marriage. The enraged Princess tells him that there 
is no use in his asking for forgiveness. The Marriage once 
Solemnized cannot be set aside. She calls him names. All of 
a sudden, darkness descends on Kālidāsas life. Vidyàvati says 
that it is better to die than. to cling to a dullard. This cuts 
Kalidasa to the quick. He offers to die himself and solicits her 
permission to. do so which she takes as a clever ruse to bring her round 
which is impossible with her now. She asks tim not to show his face 
to her. Kalidasa agrees to do that but prior to that he would like her 
to pardon him which she stoutly refuses even though approached by 
him again on the ground that in its absence he would continue to burn 
all his life in a big blaze which, according to her, is what he deserves. She 
orders him to get out from there in a second. Since Kalidasa continues 
there weeping silently, she kicks him, though realizing after a while that 
she being an Indian woman has done in a fit of anger the most improper 
thing. She then starts to cry. Kālidāsa asks her not to do that. That 
is the most befitting reward for him—no punishment, buta reward. He 
rushes out then, the lone figure in the crowded world, a figure which 
had the misfortune of being kicked by the wife, to see whether the kick 
purifies life or not. 

The Eighth Scene is laid in a Sarasvatikunda, the pond named 
after Sarasvati, in a thick jungle. It is night. Enters bewildered 
Kālidāsa. He is now back to Mother Nature whom he had left earlier 
for the Palace and for which he had come to the present pass. He 
blames himself for all that has taken place. The night that he is out 
happens to be that of Amavasya. An hitherto unseen beauty of Motuer 
Nature appears before his eyes, the darkness, the stars, the sound of 
crickets. He bows to goddess Night and beseeches her to bestow on 
him peace. He then thinks of praying to Sarasvati but does not 
know how to doit. He is ignorant, too small a man to do that. He 
prays tothe Goddess to appear before him. He surrenders himself 
completely to her, His life is now at her disposal. Let her take it or 
discard it, or do with it as she pleases. Only she has to appear before 
him in whatever form she may choose—that of Durga or Candika, He 
would go on muttering her name and would not leave his seat till she 
appears. There is heard then the sound of the Viņā and the humming 
of the bees. Appears there suddenly Goddess Sarasvati. Käālidāsa’s joy 
knows no bounds at this. He does not want anything now—knowledge, 
contemplation, devotion, salvation, prosperity, divine power—nothing. 
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of the kind. The Goddess is pleased with his intense devotion and 
"Offers him a boon. There is nothing for Kalidasa to ask for now. 
‘With ‘the sight of the Goddess: he has the total fulfilment. An interest- 
ing conversation ensues then between the Goddess and her devotee 
(Kālidāsa). The Goddess asks him whether he wants poetic talent or 
capability to write which Kalidasa denies. He had only been longing 
to have a glimpse of her, says he. Feeling immensely pleased at this, 
Sarasvati asks him to havea dip in the pond and bring to her quickly 
what he finds there. Kālidāsa does as asked and brings to her a lump 
of earth, The Goddess asks him to repeat the exercise. This time it 
is:a. ball of mud. _ The exercise is gone into the third time and this 
‘time it is two things, a lotus and a water lily, one with thorns and the 


former at her right foot and the latter at her left one. While enquiring 
. of the preference ofthe Goddess, Kalidasa had used the epithet ‘the 
lotus-eyed one’, ‘patikajanetre, in the Vocative for the Goddess to 
which the Goddess takes objection, that being appropriate only for 
ordinary ladies and not the Goddess. She, however, explains it away 


‘his wife in his mind the only. atonement for which, even though not a 
deliberate. indiscretion, could be that he Should be kavikulakokila, the 
. cuckoo among poets. She blesses him to be the sweetest among the 
singers of poetry in. the. world. Overpowered with emotion. Kalidasa 
prays to the.Goddess to stay in his silent voice, his tasteless tongue, his 
worthless pen to which:she agrees saying that she would do whatever he 
wants, - diem NC US 

- The Ninth Scene is laid ona jungle path. It is morning. Enters 
: Kalidasa brimming with joy. What a surprise for him! First a kick 
' from a wise lady and then the Great Blessing from Goddess Sarasvati—a 


complete transformation in his life. Now every shrub, every flower bed, : 


every ray of light, every. hum of bees, every chirp of birds and every 
murmuring in the jungle. brings in a new feeling in him. He has finished 
the worship of the divine Goddess of Speech. There is change of scene 
at this. The next scene is laid in the royal palace. ` It is morning still. 
Vidyavati is shown stricken with remorse and cursing herself for treating 
her husband in an inhuman manner. The Queen Mother consoles her. 
The spies are out all over to look for him. The King also advises her 
to have a little patience. He is sure that he (Kālidāsa) would be back 
before long. The Queen advises her not to harbour in her any more 
the’ pride of her learning. Remorse leads to penitence and that is the 
first step in the right direction. The Princess ‘agrees with this. Suddenly 
is heard a knock at the door. The Princess is reluctant to receive any- 
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body at that hour. The knock persists and is finally accompanied with 
the words asti kascid vagvisesah, ‘is there any improvement in speech’ ? 
This has an electric effect. Thinking that her husband is back, the 
Princess opens the door. She stands speechless while beaming Kalidasa 
steps in. She tells him that she had been thinking of him every minute. 
But before anything else, she wants all her sins to be forgiven. To 
Kālidāsa, what she had done to him is not a sin but a favour in that it 
had opened his eyes. She deserves to be called a teacher. He tells her 
of what had transpired some time back. Goddess Sarasvati had said 
that he is going to be kavikulakokila which immensely pleases the 
Princess who considers herself really lucky in having such a husband 
She wants that with each of the four words that he had uttered, asti 
kascid vagvisesali, the words that had opened the doors to their good 
fortune, he should compose four Kavyas. Kalidasa does that there and 
then and recites a stanza each from each of the Kavyas, the 
Kumürasambhava, the Meghadiita, the Raghuvansa and the Rrusamhéra. 
With charmed Vidyavati and happy Kalidasa the Scene comes to ar 
end. 

The next Scene is laid in the Court of Emperor Vikramáditya. It 
is morning. Enters the Emperor with his Nine Jewels. He is extremely 
happy that he has nine celebrities with him : the physician Dhanvantari, 
the astronomer Varahamihira, the philosopher Ghatakarpara, the poet 
(lit. rhetorician) Kalidasa, the lexicographer Amarasimha, the gram- 
marian Vararuci and the learned scholars Ksapanaka, Saüku and Vetala- ` 
bhatta, every one of whom is at pains to point out the superiority of his 
discipline over others. The judgement being left to Kalidisa by the 
Emperor, he speaks of poetry being the best of the disciplines. Though 
all the different disciplines have one aim, they represent in them only the 
part and not the whole, which poetry alone does , The medical science 
only frees the mind and the body, astronomy only brings out the impo- 
rtance of the planets and constellations, grammar only increases the 
capacity to think. The Emperor is all appreciation for this line of 
Kalidasa’s thinking. Continuing Kalidasa says that it is poetry which 
has a free access to all the fourteen worlds, is present everywhere, and 
is liked everywhere. Reality and imagination have equal importance 
in it. Imagination, though unreal, is not untrue. It thrills the whole 
being, from it flows forth a torrent of nectar. Everyone present ts 
agog at Kilidiisa’s adumbration of poetry’s excellence. The Emperor 
confers on him the title of Kavisdrvabhauma and says that he would be 
kavikulakokila. Kalidasa feels lucky at the signal honour done to him and 
prays to Goddess Sarasvati that he should justify his being kavisarva- 
bhauma and kavikulakokila. He feels confident that with her blessing 


he would be able to unfold th 
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universe torn by sins and afflictions, illusion and ignorance. The Emperor 
giving himself over to emotion says: ‘Let this „dream of yours come 
true’! Others present also join him in this and with this the Scene and 
also the play come to an end with the Bharatavakya by Kalidasa. 
Critical Appreciation Z 
The kernel of the theme of the traditional narrative of Kālidāsa : a 
fool originally having been married deceitfully to a learned Princess who 
had vowed to marry only the man who would defeat her in disquisition, 
and gaining knowledge through divine grace, the present writer, has 


adopted at such but like many other present-day Sanskrit writers, dea- : 


ling with it has introduced such innovations in the play as the exigency 
of carving a drama out of it demanded. Towards the close of the play 
she has brought in Vikramaditya as well with all his Navaratnas, Nine 
Jewels, another of the few narratives connected with Kalidasa, thus 
trying to knit together two different narratives. She could have won 
encomiums for this if she had succeeded in establishing.a link between 
the two. But as things stand, the two in the play just look disjointed. 
Upto Ninth Scene it is one narrative. In the Tenth it is suddenly 
another. Emperor Vikramaditya is brought in, it appears, just for the 
purpose of the conferment cf the title kavisárvabhauma on Kalidasa, as 
if the earlier one of kavikulakokila bestowed on him ‘by Goddess Sara- 
svati herself —from which the play derives its title—was not enough. It 
seems the playwright in her anxiety to present: what she knows about 
Kalidasa from the traditional accounts paid scant regard to dramatic 
justification for adding something which cannot but | 
padding. : 

As said earlier, the playwri 


ook an unnecessary 


ght has introduced many innovations in: 
the traditional narratives, In the first one she has changed the name 
Vidyottama of the traditional narrative to Vidyavati Kamala without 
any apparent justification. To her father She assi 
kye$varasimha and makes hira the ruler of G 
should agree with her feelings 
ing to Bengal. Kalidasa’s father she makes a Naiyàyi 
title of Nyayavagisa and assi 
him a native of the Village Pa 


The traditional narrative has it that quite a few of the Kings and Pandits 
ess in disquisition, some of whom avenged 


eS their names, coining 
ality of each, The names 
Kuberakuijara and Bhaktisudha- 
and devoted in the same order. 
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Alokalatika and Malatimalika are again the fanciful names that the 
playwright assigns to the two girl friends of the Princess whom she in- 
troduces in her play, casting them each in a different mould, one a syco- 
phant and the other a dissident, not appreciating the attitude of the 
Princess ‘towards the learned scholars. The Queen is not assigned any 
name being called always Mahisi, the Queen. Nor is the mother of 
Kalidasa who is always styled Matd. 

The originality of the playwright manifests itself in ample measure 
in many of the subsidiary episodes that she introduces in her play. They 
are Kalidasa not attending the Páthasülü, the teacher making a com- 
plaint to the former's father and expelling him from it and the latter stub- 
bornly refusing to attend it, Kalidasa removing flowers and fruits from the 
gardens of two gentlemen, their getting angry at that and their reporting 
the matter to his father, the suitors at the Svayarhvarasabha quarrelling 
among themselves, each of them boasting that he would win the hand 
of the Princess, Kālidāsa meeting a wood-seller in a forest, his gifting 
away his axe to him and taking him to his place as also teaching him 
the art of wood-cutting and  Vidyavati asking Kālidāsa to compose four 
Kāvyas taking a word each from the four words asti kascid vagvise:ah 
which he had uttered from outside the closed doors at which he had 
knocked after he had been blessed by Goddess Sarasvati. In the second 
narrative the minor episode pertains to the discussion among Nine 
Jewels about the superiority of the discipline of each and Kalidasa’s 
nomination by Emperor Vikramaditya as the judge to decide the issue 
which he does in favour of his own, bringing round, with conclusive 
and convincing arguments, everybody else to his point of view and 
winning approbation for that. 

The originality of the playwright is noticeable not only in episodes 
but also sometimes in detail, as for example, in the extreme handsome- 
ness of Kalidasa depicted by her which impresses even the haughty 
Princess at the very first sight : 


faerat (ataa qaar canary) wat! gias cp qp weed 
Wr wr cafe Eur Aa: aiaa | 


The impression is so deep that at the very sturt of the disquisition, 
slié addresses Kālidāsa as mdnyamahodaya* which even the rejected 
suitors do not fail to mark : 


ATAR — ARTIR | T ar ennt Sqsereq praes pergeret 0? 





l. p.47 2.&3. p. 48 
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The major innovation of the playwright lies in the Goddess. She 
has changed Kall of the original narrative to Sarasvati in the present 
play. In making Kali the Goddess to confer the boon, the original nar- 
rative was in all probability guided by the word Kali in the name 
of the poet (Kalidasa). By making Sarasvati the Goddess to confer 
the boon, the playwright, it seems, was actuated by the considera- 
tion that for conferring knowledge it is Sarasvati who could be better 
fitted than Kali. It is precisely for this reason that Kālidāsa is made 
to go to the Sarasvatikunda in a dense forest and not to the temple 
of Kali as in the original narrative. Even there he is not inspired to 
pray by the image of Sarasvati but does so through inner urge only. 
He approaches her with total dedication which makes the Goddess 
appear before him. In the original narrative the ignoramus in Kālidāsa 
on a query from the Goddess as to what he wants is able to utter 
in tears only the word Vidya. meaning thereby that Vidyottamà had 
misbehaved with him, in the present play the same ignoramus on a query 
from Sarasvati says in a spirit of total devotion that he just does 
not want anything, having had the fulfilment with her sight only. In 
the original narrative it is incongruous that the omniscient Goddess 
‘should miss the true import of the words of Kālidāsa and misunderstand 
him in wanting vidya, knowledge from: her and granting it to him. 
In the play it is incongruous that an . ignoramus like Kālidāsa should 
first think of Goddess Sarasvati and then. start praying to her, more 
so, to possess:an elevated sense of not thinking of any mundane thing 
when faceto face with her. The original narrative, everything said 
and done, has an element of naturalness in it which the touched-up 
narrative ofthe playwright lacks. The devotee in the playwright puts 
herself in place of Kalidasa and makes him behave as she would have 
behaved if she ever could have the opportunity of seeing the Goddess 
In person. The entire bearing of Kālidāsa as described in the play does 
not go well with his description as an illiterate wood-seller. This in- 


a's reciting a beauti- 


th poetic talent by the 
Goddess. A full-length conversation between Kalidasa and the God- 


dess ha i : : PUE 
uen Included in the play by the playwright which is her 


AS has been stated earlier, the i i 
| n. st rlier, playwright has kept all the main 
m of the original narrative intact. This includes Kandus cutting 
€ same branch of the tree on which he was perching, an evidence par 


excellence of his foolishness. He had, therefore, to be depicted a big 
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fool. Thisis what the playwright seeks to do but does not meet 
with much success. She has not been able to project that picture of 
Kalidasa which may agree with his form of a total fool which he should 
be on the evidence of the incident as described above. Her Kalidasa 
talks of high philosophy at times as when he mentions to his father that 
each petal of a lotus has a spontaneous attraction for him and that he 
does not want anything else in life except to find a quiet place in the 
lap of Mother Nature prompting the latter to comment : 


PF querer FS $ewt fnpemwseur ? 


The playwright makes Kālidāsa a great lover of Nature who 
gets simply lost in it and who can read a message in the most subtle of 
its movements, something incompatible with a fool. The feelings 
surging in his mind after marrying the Princess ‘also Seem incompatible 
with his presentation of a total fool indulging in the most irrational 


behaviour of cutting the very branch to its root on which he is sitting. 


He is shown stricken with remorse for deceiving an innocent Princess. 
The incompatibility becomes much more pronounced when in the first 
nightafter marriage Kalidasa is made to speak the following faultless 
words to the Princess : 


az | fpa aaea i pne ceca fe SUIT CR I? 
which elicit the following comment from the Princess ; 


(carrera) wat! maT fe Ter mg WAT: | vr vr AAT N 
qa rerererere Te rae Poe GRE C ESCM 


The same Kalidasa a few minutes later is shown as not being able to 


speak even the simple word usfra. 

The playwright sometimes indulges in overdoing. The Princess 
getting disturbed at the grunting of a camel in the dead of the night is 
one thing but to show her as completely scared is another: 


fana (Mat fear q) Hel wat! faaara, faq ? Sg freee 
fad a wur yaya: arf | att A EIT | FA RATAT: | 
qifa a meu I 


Similarly, to show the Princess devoted to scholarly pursuits is onc 


1, p.9. 3. p. 31. 
2. p.50. 4. ibid. 


—_ 
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thing but to make her request her husband to talk of philosophy in 
the honeymoon night is another : 


XX ma ITT eaaa Wat WaT — aa agfa 
PT wa qp Wee AAT semp waa fcq quur: 


This is carrying the love of letters a little too much. The playwright 


has made an ingenious alteration in the sequence of the words asti . 


kascid vdgvisesah. In the traditional narrative it is the Princess‘ who 
utters them from behind the closed doors when Kālidāsa announces 
his arrival. In the present play it is Kalidasa who utters them when 
the Princess, again from behind the closed doors, asks him, not know- 
ingas to who he is, ashe had been knocking persistently, as to what 
he has to do with her. It is from these words that she recognizes 
Ihat it is Kālidāsa who is on the other side of the doors. In the drama 
context the words could mean : “There is something special to convey”. 
Phat indeed is. Kalidasa is to tell the Princess all that had transpired 
hetween him and the Goddess, which has completely transformed his 
life This change has far greater appeal than the one in the original 
narrative, 

As for the language of the play, itis generally grammatically cor- 
rect. Thestyle is racy and fluent, though more poetic. The same 
- idea is conveyed generally in many different words; in different similes, 
different metaphors in quick Succession. The playwright seems to „be 
an highly. emotional person and her emotion explodes atthe slightest 


opportunity. A seed sprouting forth sends Kālidāsa into ecstasy. Says 
he : ex 


fap: (azar aratface:) — weary hia arem ‘afer 
3 | agnam iaei feat giera fosar 
aalge M Wat cnp spurfrep deer few fanar 

(Wa: fmi comer: dare? THRs 


fp sumen 
TW 2 araea T apa a 12 3 


Kalidüsa in the forest is simply carried away by Nature. His words 
adequately reflect his feelings : 


TR Taan | erR Agaa | IW: AAAA MAIRA | 
$^ III Wa aaRS: p Reg Fae a Et a Afet anfa 
Teta -kaa wp Fae mn paw ar |? Aix 


l. p. 
aeuo 3. p.26. 
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Kālidāsa regretting his indiscretion at deceiving an innocent Princess 
and ruining her life compares his action with similar horrible. ones, 
one by one: 


qaa maskama aa fe CUHISNTTSSUTWTUUT: alae AAA, 
Afta mha wrt fe wa esien Aaaa, 
pargi grant Ranen: quae stat wT gfesteata: t 


Kalidàsa's begging of forgiveness of Vidyavati pets the tollowing 
rebuff from her which is sought to be made more forceful by just the 
repetition of words : 


(sre) a a a, arf a, erf a, enr D Qo Td fan cup HATE 
mela | T a at, Tai a, aata a, wa a 1? 


The emotional explosion reaches its peak when Kalidasa prays to 
Sarasvati, fully conscious of his inadequacy for the sane : 


farg, fag, gaisa gAs gAs ART ATT Ww ara al, s ED AT 
TH AL, S WAST Tat AT I 

farfrrare qfar dit deu. SACWEQSOHER, MA: —- 

amaf drm: tera ht grax araa eRe: STRA Tal pef: l 
ani aaora! arfar ! maag ala ! 
ama uf, qued qued AAA AT AANA, AAA NRA AAA A 
TRMAAG, aAaet aa 1° 


The play has a good sprinkling of nice stanzas, juicy and delectable. 
One of the men noticing Kalidasa in the forest turned intu u woud-seller 
praises him with the tongue in the cheek which for its felivity uf eaptes- 
sion has an appeal all its own : 


fees Xuregu: 
Sreerimergerfent ut | 
Migrasiya 
qa ere A gasfe mq i \ 
Saas . p.58 
2 4 po. 27-8 
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The picture of Vidyavati’s father worrying for her marriage is drawn 
very. vividly by the playwright in the following stanza : 


HTH CAAA TT PaAI: | 
ara aranera quiterfirargrerarf à 
WA grae WAT Fer maats 
fri erra wert sre Sater qi 


The playwright has divided her play into Scenes, instead of into 
Acts. These Scenes with the changes of location in some are fairly 
long and can easily pass for Acts. It is difficult to explain as to why 
the playwright has adopted the above technique. Maybe, it was due to 

‘un urge to appear a little different from the established practice. 

The play has instances of all the three types af acting : Antgika, 

Vacika and Ahàrya. 


aise : (1) aa; wfrefg ame sufre TH gU Wavy Pef- 
WT (2) gadaa Aeaf (3) wer? Frati wer (4) qwargraq? (5) 
mai pit fret ansaa: (6) meman: fen (7) siste 
(8) «wear fga afer (9) aa Raa mer ara fece 
(10) gata gett neva? (11) RITET: (12) saaga 
(13) Sena t (14) ager mfrereer afiar” (15) gt qu: reren: 


mfa: (1) here (2) sagra mage (3) efus 
() AIAR (s) semm at: (s) afe: redi : 


ins) 

1. p.44, 15 

. p.67 

r p. : 16. ibid, 

| p.7. 17. pp. 10, 20, 
if Pp. Ti 18. p.17. 

R p Me 19, p. 19 

"as A 2 Bp ae) 30, 34, 
LF Lord 31; 66, . : 22, " e 

( p L) : ; ; 

n BU 2 Pes 43, 55, 
hop4 o v 25. pp. 8, 23, 24, 
12:534 1... 26, pe 
a RA 0.2. 27. ibid. 

4 p.90  . 28. p.9. 
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mam, fafa enl) A Penn  smpns | AG 
quu sud? Ber meat aay? TEAT, AAA, Iara, 
seem safa: CSL Gaeta A aam,” aes, aper fanfere, au; 
facet afer’? maafa: 


The Prastavana of the play does not fit into any of the five varie- 
ties of it mentioned in the works on Rhetorics. 

The ultimate objective of the play, as is clear fromits title, is to 
show Kalidasa acquire the capability of a great poet. As the theme 
stands, this acquisition is occasioned by the insult meted out to 
him by his  newly-married haughty but - scholarly - Princess- 
wife who drives him to desperation and appeal to the Goddess 
of Learning who takes pity on him ^nd blesses him with it. Princess's 
marriage with Kālidāsa is the key point, the seed, the Bija, which 
leads to the final consummation of the acquisition of the poetic talent 
by the latter. Though it is difficult to rationalize the Sandhis in the 
play as it stands, it may well be pointed out that the seed of the plot 
is noticeable in the taunting remarks of the two gentlemen who run into 
Kālidāsa in a forest and notice him in having turned into a wood- 
seller, though son of the learned Pandit, a Nyayavigisa. The gentle- 
men make fun of him bv saying that he (Kalidasa) is so intelligent that 
he should attend the Svayamvarasabha of Vidyavati who is keen to 
Marry a great scholar, to beg for her hand. This is the first reference, 
though jocularly made, to the possibility of Kalidüsa's marrying the 
Princess. This could be the Mukhasandhi. His discovery by the 
four rejected suitors and their persuading him to marry the Princess is 
the other such reference. This could bethe Pratimukha Sandhi. The 
consummation of the marriage could be the Garbha Sandhi. Kalidasa’s 
insult by Vidyavati and his expulsion from the Palace in a hopeless con- 
dition and praying to Goddess, though not asking for anything at her 


|, pp. 9, 63, 12, p.33. 

2 pd 13. p. 3. 

3, lbid, 14. pp, 35, 36, 
4. lbid. 1$. p.37. 

S. p.10, 16, p.38, 39. 
6. pp. 11, 16, 26, $1. V. pal 

7. p.10. 18. pp. 45, 49, 68, 74. 
8. pp. 12, 13, 29, 32, 37, 54, 55. 19. p.47. 

Sp is 20. p.49. 

10, p.22. al, p 3 
1M. p.30. m 
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sight even when prodded .by her repeatedly which could have the pos- 
sibility of the negation of the objective could be the Vimarsasandhi. 
The volunteering of the Goddess to. bestow on Kālidāsa the capability 
of being the foremost of the poets, the kavikulakokila, getting pleased 
with his self-abnegating devotion could be the Nirvahanasandhi. This 
could be the order of the Sandhis as they peep out of the work. 

As for the style, it is pleasant, though repetitive, as hinted at ear- 
lier. The author is in the habit of using the word Srila in place of the 
usual s7i, also combining it'at'times with sriyukta : 


(1) Aage (2) agm fearadt aues 
(3) aqua serra? (4) aR: cro wef arama 
(5) Saamea: (6) sasigan eres 


The language is generally correct. There are pitfalls, no doubt 
but mercifully only a few. These are the use of the word gacchita for 
gatain gacchitadhanacauryaparadhalipto niscitam, the use of prakauda 
in masculine in panditaprakandah in violation of Amara’s clear indica- 
tion of its neuter gender : prakandam udghatallajau and the use of 
siddhi withi in macchakti-siddhi mama sadhand và. 

Occasionally the vernacularism is noticeable in the work as 


(1) frsrasrarg seater emea emg Beet 27 
(2) sara: aa Fact srpfererrear arona: TFT: 


i The playwright has carved out a beautiful work of art from the 
time-honoured theme imparting to it enough or her originality and 
Imprint, which do not fail to impress a discerning critic, 


1, a e. 

2. [En 5. p. 48. 

3: pide, 6. ibid, 

4. p, 47. z P. 19. 
» P. 20, 
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KALIDASAKAVYASAMBHAVAM 





A small work in three scenes by Shri Mathura Datt Pandey, it was 


published in Vol. XVI, Nos. 3-4, May-August, 1979 ofthe 
Visvasamskrtam of Hoshiarpur. As the title suggests, it traces*the= 
origin (sambhava) of the poem (kāvya) in the present instance, the 


Meghaditta of Kalidasa. It is based on a reference in Mallinatha's - 


onthe part of the Yaksa, the duty being to gather fresh flowers every 
morning for Kubera’s worship of Siva. One day a bee appeared from 
one of the lotuses at sunrise and stung Kubera. This led to the Yaksa 
being charged with dereliction of duty and being cursed by Kubera to 
undergo exile for a year. It was during the exile that the Yaksa living 
in the Ramagiri hills noticed a cloud clinging to the peak of, one of the 
hills in the month of Asadha, the beginning of the rainy season and 
decided to send a message through it to his beloved in far away 
Alaka high on the Himalayas. 

Our playwright adopts the story a 
introducing into it certain. changes, 
makes Kubera the maternal uncle of Kalidasa, 


commentary on the Meghadita in explanation of the dereliction of duty 


s above as the theme of his play 
the most basic of which is that he 
calling him Kubera 


M * Sharma and the Megha (cloud) named Megharaja, hisson. The beloved 


in this case is Malini, the gardener woman or could it be the river of 
d as a woman, with whom, according to one of the 
Kālidāsa had an affair and to whom he would recite his 
on on them, she being that expert a connoisseur. 


poems to elicit her opini 
playis laid in the house of Kubera Sharma. 


Thie first scene of the 
While heis offering a lotus t 
worship, his finger is stung by abee. He infers theréform that Kalidasa 
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had gathered the flowers the previous evening. A bee in one of the 

lotuses would have got enclosed in it at sunset and appeared from it | 
He calls out Megharaja and asks him to 


in its opening up at sunrise. 
convey to Kalidasa his orders that he, Kālidāsa, should leave his (Kubera 
Sharma’s) house immediately and not to show him his guilty face for one 
year. He spurns Megharāja’s entreaties for withdrawal of these orders 


and sticks to his decision adding that that is the certain remedy for his é 
infatuation for Malini which made him so neglectful and that either he S 
should leave her and go abroad or she be married to someone else. j 

The Second Scene is laid on the banks of the river Alakà with the 
sky overcast. Malint is surprised to see Kalidasa early morning. On her 
query he informs her that he had gathered the flowers for his maternal 
uncle’s worship the previous evening itself, keeping hiniself free to be Y 
with her in the morning when the clouds would be on as inferred by him 1 
bythe dancing of the peacocks, the jumping out on ground of the frogs | 
and the southern breeze. It begins to rain in the meantime. The | 
couple greets the first rainfall of the season with a song. The song over, 
Maliní's friends appear. In a spirit of mirth and merriment, they go 
out and appears there Megharaja who conveys to Kālidāsa his maternal 
uncle's order telling him of the circumstances which had led to it and 
his desire to see him. Guilty Kālidāsa does not want to face his uncle. 
He does not want to leave immediately. Megharaja tells him that his 
mother has interceded on his behalf. He may not have to leave imme- 
diately. That may wait till the end of the rainy season. As for delimi- 
ting the period of exile to one year; Megharaja is able to convey 
only this much that his father did not spell out its reason. He oniy j 
said that it would do good. He knows Kālidāsa’s talent and his attach- | 
ment to Milinl. During this period the kings of the South would | 
patronize him. | 

The Third and the last Scene is laid at the expiry of the period of | 
the year on the Citraküta hill where on the bank of the river Payosnt, 
Kalidasa is shown looking at the cloud. He remembers his being with 
Malini on the bank of the river Alakà onthe appearance of the first 
cloud the previous rainy season. One memory follows the other as 
ina Kaleidoscope. With each one of it Kalidasa writes a stanza, a re- | 
production from the Meghadiita and recites it. He remembers the war- 
bling citaka, the geese and the breeze while writing and reciting : 
td mandam nudati pavanas canukülo yatha tvàm, etc. He remembers 
dcc UR as also recites tanvi Syámá Sikharidasana and so on 

À e remaining four months he could be with Malini 
once again. He writes and recites finally the stanza : sdpdnto me 
“bhujaga‘ayandd utthite Sarigapadnau nirveksyay est 
candrikasu ksapasu. With thi eects pats. poniatataros: 
fapasu. s the Scene is over and with it is the play. 
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Critical Appreciation 


It was a novelidea to dramatize the small incident as described by 
Mallinatha and to trace the Meghadiita therefrom. There is no Yaksa 
here, no Yaksi, not even Kubera in his from of the Lord of the Yaksas. 
There is nothing divine or semi-divine here. Every character is a human 
being. Müálinr, the gardener woman derives her name from a river of 
that name. Even Megha, the cloud of the Meghaditta, is presented here 
as a human being, though the playwright could not remove himself 
totally away from his phenomenal character, its appearance before 
Kalidasa to announce his father's order being marked with thunder : 
gaganamandale stanitai bhavati. This probably has been done to 
impart a realistic touch which could be useful from the dramatic point 
of view. In this play, itis Kālidāsa himself who is made to go into 
exile and it is his memory of Malini which flows in verse form thus 
giving rise to poetry. Not all verses are from the Meghadüta. One, 
sthitah ksauam paksmasu táditàdharàk ? in memory of. Mālinī drenched 
in rain is from the Kumdrasambhava, which is sought to be traced in the 
play to the origin of poetry as such. Hence the title : Kalidasakavya- 
sambhavam. 

Before passing on to the discussion on other aspects of the work, 
one may well pause and ponder as to what purpose the playwright had 
in mind in making Kubera the maternal uncle of Kalidasa, unless it were 
to be assumed that for inflicting pain and anguish it is maternal uncles 
who could be motè fitting as recorded in Indian tradition in many 
instances. The name Kubera Sharma—the addition of Sharma to 
Kubera—could be for confirming the humanness of the character, 
though in line with making peculiar changes like that of Alakà from a 
city to a river or that of Malini from a river of that name to a woman, 
if that be the case, is scarcely likely to sink to the mind. 

For the stage the playwright has introduced a novelty. Kalidasa 
while writing or regiting the composition is to be presented on the stage 
with a spotlight while the memories surging in his mind are to be shown 
in paintings as backdrop. 

Occasionally the playwright uses such expressions in his work as are 
drawn as such or with such modification as would suit the context, e.g., 
in asmin dvirephe kosagata eva kamalint dinamanivirahakulataya sankucita 
the use of dvirephe kosagate is evidently inspired by the use of it in a 
Subhasita : ittham vicintayati kosagate dvirephe hà hanta hanta nalinim 
gaja ujjahdra. So is daksinadisatah mandari mandam sagandhah pavanas 


1. p.25. 3. p. 21. 
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cavahat! and ánanasparsalobhat? by Kalidisa’s mandam mandari nudati 
pavanas cdnukilo yathü tvam vāmaś c3yarà nadati madhurari cátakas te 
sagandhal? and dranasparsalobhüt* respectively. Once a while he just 
puts in prose what Kālidāsa has said in verse, e.g., 


aaa: — "NUIT aAa ea anifarca: SETAE ai 
qatar: ga: wanes ira TIT TaT seta aama 
ad, faa 1 (faena) mafa | qar caatsgq- 
gaf: cage AA waag ANNE: FACET 
Ter RaRa amaaa aes, mara Ag- 
amnia msmqaa Hga 15 ; 


Cp. Kilidàsa : 


Ram: ai Weg dIfsemHu. 
qata tA faaara: | 

amy wer aR: Af 
maT atta afaa: 11° 
Camerata: FAA TT: 


Ue: Were ae wat aaraa 
Z 7 IN 
STE AAMN TAA SIRH*ESTSTSHIT: 17 


__ As for the language in the play, it is fairly correct and idiomatic. 
The only aberration : kin tu pitrpadaih pravāsakālah pràvrsàntaparyantam 
niscital? could well be a typographical error for...pravrso’ ntaparyantam. 
In certain instances the vernacular ‘diction does peep out: krtam tu 
id pamai yet (air anumitam,” kathar nihsambalah . ekākī yāsyāmy 
aham. 

Everything said and done, the play isa nice little attempt full of 
originality and creativity and perhaps the only one of its kind in evolving 
a play with suitable modifications out of the incident leading to. the 
incurring of wrath by the Yaksa—in the present: instance by Külidása— 
of Kubera or Kubera Sharma of gripping interest and consequently 
deserving of serious notice. 


——— 
1. p. 23. 6. Kumürasambhava. V. 24. 
2. p. 24. 7 Meghdüta, Uttaramegha, verse 15: 
3 Meghadita, Pürvamegha, verse 9. 8. p. 26. 


4 ibid., Uttaramegha, v. 24. 9. p. 25. 
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‘ASTI KASCID VAGVISESAH 





pPudlished in the Samskrita Pratibha, the Sanskrit journal of the Sahitya 
Akademi, New Delhi, Volume IV, Part I, 1984 it is an one-Act play by 
Sri Maheshwar'Shastri N. ‘Joshi. 

It opens:with'a ‘King’on the “throne ‘together “with’his retinue. “He 
is shown : discussing with “his‘minister ‘the ‘marriage of “his daughter. The 
minister ‘hesitantly*makes the ‘proposal’ that ‘she could’ be: married to-his 
son. The King calls for the daughter to ‘know her view. She summarily 
rejects the proposal throwing inter alia a broadside against the minister 
that even the dogs have begun to aspire for the throne. In response to 
the'King's specific query as to whether she likes the minister's son or not 
she says that it is only an 'ill:started' woman who would do that, and the 
Malati treeper ‘would not hang on a Nimba (Margo) tree. "Her remarks 
de&ply ‘hurt ‘the minister "but'he ‘keeps his cool, withdraws the proposal 
on the'ground that^he is'a servant of the royal family and the matrimonial 
relationship between his son' and the Princess would not be in order, though 
he could not but express himself in'favour of knowledge ‘going well with 
humility. “With "him withdrawing ‘from’the scene, in a huff, the King 
conveys‘his ‘unhappiness to his ‘daughter in rejecting a dumber of Princes 
and‘heaping humiliation ‘on'several royal families inthe name of know- 
lédge. He tells her'that"He'is ‘getting öld andis anxious that she should - 
be married off, The "Princess “disagrees ‘with his‘ suggestion to marry the — 
minister’s'son. “The question Of Hier mitirriage she leaves to fate. “With this - 
ends Vie First Scene. à : E IE VEL MEE 

"The Second'Scene "ópérisin aforèst with the minister, cut to the 








quick at hé tirtoganve: ofthe; Princess, utpote, etch, fier, a lessó 
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He notices à man cutting from the root that very branch of the tree 
on which he is sitting. To him, he is the right man for the Princess, 
He takes him along with him telling him that he would. marry him toa 
Princess and that he has only to keep mum when she is with him and 
that be should not answer any of her questions, should she put them to 
him; he himself taking care of them being by his side, which should be 
enough to remove his fear or apprehension. He puts him on the horse 


back and leaves. 


The Third Scene is again laid in the royal court. The minister 
enters with the same man whom he had met in the forest, a young 
cowherd, whom he introduces, as a valiant Prince, well-versed in lores 
from Burma who could be a suitable match for the Princess who is then 
called in to give her opinion. The minister satisfies the Princess who comes 
with her friend Vasanti that the young man is quite at home in Sastras 
and arts but being given to few words, is observing silence. The Princess 
carried away by the handsomeness of the young man which had appealed 
to the King too at the very first sight is inclined to accept scholarship in 
him. Through Vasanti she conveys her consent to marry him. Overjoyed 
the King orders for the preparation for the marriage. The minister, finding 
his plan succeeding, withdraws from the scene thus bringing to an end the 
current Scene. . 


The place of the Fourth Scene is the royal harem with minister 
exulting over his success. With his exit are shown on the stage the bride 
and the groom with Vasanti and other ladies around. At Vasanti's request 
the Princess gives a song after which the elderly ones among the ladies 
pronounce blessings. Exit the Princess after it. Vasanti with other ladies 
takes the young man along laughing. 


The place of the Sixth Scene again is the harem. The young girls 
drive the young manin while he is all wonder at its grandeur and high 
walls, the curtains, the beds and other swan-marked things heard in 
stories. Due to marriage festivities for three or four days, he was 
feeling tired and wanted to take rest, which alone he could. not have 
though fed to the full. Avoiding the well-laid bed which he thought 
was meant only for kings or royal personages, he sleeps on the floor 
with his turban under his head. At this enters the Princess who has 
the first shock of her life in finding him sleeping on the floor, her 
second shock being his loud snoring. She makes three attempts to 
Pia him, first two more subtle and delicate and the third more 
Bie Pie scented water on him, which awakenes him post haste. 
Sch" s m fhei a painting with Krsna with Gopis in Rasa dance 
vue not interest him. He continues to look at another one 

COMAS Chull Hebt, With hen suspicion about'the» identity of the person 


ciu she asks him as to who really he is, His telling her in all 
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sincerity that he is a cowherd who has come there at the instance of the i 
minister is the third and the greatest shock for her, Cheated and ! 
angered, she with a mouthful of invectives asks him to be off at once, | 
Insulted and humiliated, the young man vows not to show his face " | 
her again and goes out. 
The next Scene is laid in a forest. The young man is allsorrow 
for his illiteracy which drove him to such a pass. He notices a sort of 
a figure at a distance. Approaching it, he finds it that of goddess Kali. 
He falls at Her feet and prays Her to have pity on him. Repeating 
% WT WW: he begins to practise penance. 
The Seventh and the last Scene of the play is laid again in the i 
harem with the Princess playing on the Viņā and singing with tearful j 
eyes a song of separation. Vāsantī joins him at this. Through the j 
conversation between the two the information is imparted that the. | 
Princess, very much reduced, is pining for her husband and regretting | 
her action in turning him out which is not the way the Aryan women i 
do. Vāsantī cansols her saying that her husband would come back to | 
her. She helps herself with the milk that the former gives her along j 
with fruits. She prays to goddess Sarvamangala as her only recourse 
before going to bed. Exit Visanti, There is a knock at the door. 
She is all joy to listen to the words that her dear one has come and that 
she should open the door. She rubs her eyes and cousiders herself 
lucky. When tie request to open the door is repeated, she proceeds a 
few steps but retraces them quickly. If he were to be the same old fool, 
what has she to do with him? If she were to turn him away, she would 
relapse into sorrow. She then decides to put him the question asti 
kascid vagvisesah? is there any improvement in speech? The young man i 
repeats the same. There is an attempt at composing verses beginning | 
with each word of the sentence making the Princess run to him and fall i 
at his feet. She begs forgiveness of him and rushes out to inform her 
father who comes along with her and wants to know as to how he 
could acquire learning. The young man tells him of the incident of 
his seeing the idol of Kali. Since he could not win her favour even i 
though practising penance for long, he told her that he would chop i 
off his head and offer it to her. The goddess at this appeared before him j 
and granted him his request of command over speech calling him her 
dasa, servant, Since the goddess had called him her dsa, said the King, 
" d be known by the name of Kalidisa. He blesses him that his 
NAT spread all over the world and pronounces Er Bharatavakya 
with which the Scene as well as the play come to an end. 


itical Appreciation y : 
Criti PP an be seen from the summary of its theme as given above, — 
The play, às Can Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri ` 3 
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is evolved, apiece with many other similar attempts, out of, as the tradition 
would make out, the words uttered by the learned Princess to the foc! 
whom she had been tricked into marrying and whom she had turned out 
unceremoniously but who had reappeared, now a poet by the grace of 
the goddess Kili, and composed three of his masterly poems beginning 
with each of the words uttered by the Princess. The author follows 
in the main the traditional account with the only difference that he 
makes the very minister of the King take Tevenge on the. conceited 
Princess for her having turned down his (minister’s) proposal for her 
marriage with his son. As for the silent disputation in the royal court 
with gestures properly interpreted by the humiliated Pandits out to take 
revenge, he has said just nothing. He retains only that portion of the 
account where a person being an ignoramus is shown cutting the 
very branch of the tree on which he is perching. The instruction to 
him to just remain quiet while in the 
So is retained his humili 
different reason. 


his being a fool. The fool 
being so and does not disc 
who had brought hima 
her after she had noticed him, 


i young rustic had left for the 
Be of Kali. To propitiate her 
* When this did not heip, he got 
n offering of it to her. The 


the mastery Over speech. So be it, 
disappeared. Since she had called him 


that became the reason of his being called Kālidāsa. 
the name goes, 


The playwright introduces in Vasa 


new character. She acts as her mouthpiec 
The traditional ae 


: aaie cter. To show the Pri 
as ud with intense rem out her husband in acot 
anger, though i S mA 
vation. This s ; is also the playwright's inno- 


my servant, said the goddess and 
her disa : TAT WW GTA, 


This is as far as 


present case, 
The pla 

nds 3 1 
CC-0. Prof. Satya Vrat Shastri Collection, handsome person Whaoiw ins 
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appreciation from the Princess and her friend. As 
this is one of the reasons and of course a very potent 
the Princess accepting him as her husband. _ Though 
out by the minister to be a very learned man, well 
lores and consequently a man of few words, profundity in learning 
lending appropriateness to economy in words, the Princess could con- 
vince herself of his being learned even in the absence of any ostensible 
evidence to this effect, he observing silence, on account of his handsome- 
ness which generally is accepted as its natural concomitant : 


3 matter of fact, 
One at that for 
he had been made 
-versed in different 


XTSeTÍCRp HET = TET Ta NUT: qrsa afafedt Wdq Lu, ware ha 
wea Tor safer i! 


At the first sight, she feels attracted towards him. That is why the 
bluntly outspoken and rude girl just falls in for the person being presen- 
ted to her and her gullible father as a learned man. There is no attempt 
even to test his learning. However, the trick played on her in the play 
to which she unknowingly slips, is the same as figuring in the traditional 
episode. 

Again, in the traditional episode it is her rejection one by one of the 
Pandits that makes them take revenge on her by contriving her marriage 
with a fool. In the present play it is her caustic remarks that turn the 
minister revengeful. Her remarks touched him to the core making him 
repeat them when he vows for revenge and when he achieves it b 
making her and her father agree to the marriage and finally in aimoo 
of exultation when the marriage had been actually solemnized and, 
as far as he was concerned, the life of the proud Princess resolved to 
marry only a learned person was ruined for ever by marrying E 
unlettered" ‘rustic cowherd. To equate the desire of the minister 
to marry his son to the Princess in his (minister's) very DESEE 
with the desire of the dogs to occupy the throne: Räjadäri ^ 
vilaksauah khalu kala upasthsitali yad uté Svanah sirihüsanam adhirod d 
icchanti* or of a woman, marrying his son as a Malati creeper Rue E 
to the Margo tree; màlatilatà niribavrksam avalambate*, was provoca ur 
enough to make the minister return evil for evil. Every playwright 


, " A ii basic — 
the right to introduce certain innovations even while accepting the 


: i d be 
structure of the traditional episode. The only consideration shoul 


: : wright 
that they should not look odd. It isto He credit of our playwright” 


that his innovations —and there are quite a 


of them as can be seen 
from above—do not look odd. 


1. p. 44 
2-3 P. 40 . A Pda x ^ 
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In the traditional episode, the grace of Kali comes to the fool 
accidentally, he pronouncing the words vidyd vidyá (unable to utter the 
full name Vidyottami) seeking to convey at the goddess S query as to why 
he was crying that Vidyottama had misbehaved with him and the goddess 


his humiliation being that his very wife had discarded him, and his being 


Tough the grace of the 


goddess to the point of offering his head to her should he fail to achieve 


he was perching, an evidence par excellen 
by the playwright from the traditional episode, 


said about his desire not to sleep on the royal 
his humble birth. 


The same can also be 
bed in consciousness of 


like hasantyah santi, pasyann asti* the 


siete sika. The ,omission of muk in 
cintayanayaps, the correct form is cintayamindyah, is indefensible in 
Paninian Sanskrit though the form i 


Puranas. Kim api vigraha iva? Should have been in order here or just 
kim api would haye been all ;ight - d 


() Rr ster niri atraer 
(2) sresmfrrearcs: - 


TTE 
= L p.40, 8. p.53. 

2. p.48. 9 
a . p. 51. 

* L3, 27 

2s 10. p. 55. 
Sess 11. p.40. 
p. 40. 

3. p.45. 12 
6-7. p. 56, * P. 41. 


13. p.51. | 
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which do not make any sense most probably because of the typo- 
graphical mess. In mamäpi hrdaye evam eva manyate’ the Locati ypo 
probably owes itself to it. It must have been mamapi hrdayam Sm m 
case possibly with asya used with mürtel? which must have been a a a 
the manuscript, such monstrosities being unimaginable from an pere 
whose diction otherwise is fairly good. The same could possibly lave 
been the case with the sentence ete khalu...vividhdsu param prayinah® where 
something like vidyásu has been left out after vividhdshu in composing 
However, the same cannot be said about apadhvasta in mà sprsa nds 
apadhvasta, nihsara* It should either have been apadhvasto bhava Us 
apadhvatisasya. The Imperative Second Person Singular of dhvariis can in 
no case be dhvasta. Similarly it in vasitum® cannot be ascribed to typo- 
graphical error but o in avoci : punarmilanam acirad bhaviteti maya* *voci? 
can be, the correct form of it is aváci. Not ascribable to typographical 
error again, but not entirely indefensible; Bhattojidiksita having quoted an 
earlier instance of prarthayanti Sayanotthitam priyalt where arth is used in 
Parasmaipada, is the form prarthayam.° 

The play has a song too which on account of its flow and pleasing 
alliteration has a charm of its own. It has an aberration, however, in its 
sixth stanza in the line vadanakhye mama pàtre varti me khalu netre The 
idea could be : These eyes of mine are set in vessel called face. If that be 
so, varti or varti would just be indefensible. It should be vartini. Fuither, 
being in dual it cannot be combined in Sandhi with the following ime. If 
varti is the word and the meaning is wick, the expression should have been 
varti ime, Sandhi being still not admissible, vide Pan. idaded dyivacanam 
pragrhyam (1.1.11) and plutapragt hyd aci nityam (6.1.125). 

It is natural for an author dealing with Kālidāsa to be imbued with 
his spirit. Expressions from his work would naturally come to him which 
may be difficult for him to resist to weave into his composition. The 
same is the case with our author who in using such expressions as esa 
tantrth nayanasalilair Grdrayanti tisthati,° mama bhagadhey@ni precha, 
tarhi silica me tilodakam, asti me tad amilac chrotutt kautühalam'? has 
the following lines of Kalidasa at the back of his mind : fantrim ardram 
nayanasalilaih sarayitvà kathaticit," vatsa te bhügadheyanI precha," anyatha 


E. : : =F 17 
"vasyam sificatati me tilodakam, ^ amtlac chrotam icchami. 


—— 


1. p.44 2. p.48 
3. p.43 4. p.49 
5. ibid. 6. p.56 
7. p.46 8. ibid: 
9. p.46. 10. p. a 
11. ibid. 12. ibid. 
13. ibid. 14. Meghadüta, Uttaramegha, verse, 23. 
15. Abhijnanasakuntala 16. ibid., p. 464. 
(Ed, B.H.U., Varanasi, 17. ibid., p. 440. 
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Occasionally the playwright so structures the sentence that though 
grammatically correct, it lacks symmetry, e.g., ete mahübhagal vidyüyayari 
bhagavan Budhalt, vàggmitayam Byhaspatih, kavyakalàyàm ca saksat Sutra 
eveti manye. Here the young fool comoutlaged as a learned scholar and 
poet is referred to in plural : ete while Budha, Brhaspati and Sukra with 
whom he is compared are left without an honorific. 

Barring some of these aberrations the expression is fairly correct and 
idiomatic with a genuine ring, e.g., 


(1) weit—ea feat art dara: | wa danger, ata wafa | 
aaraa fargar 12 


(2) wa — aA, aeaf Mua) raa ar agaaa a freee: Po. 


baa famia fafadea fafaa agaa a aega ? 
agg qasen | aaea faar afaat at Atanma d qa gum 
fem fad ey aras sere tga femper sup faafaa 
qe i 

(3) am, afana gacafires | faerat gu, afaa qu, rey sp 
TIRA TT S qaaa ge: qu qA Asada | 
fag ed oad anit: daa: | ae gat db waga: | 

Pree WITH | qq TATA afer aga A: | aif, wa afa 

TT galt va ae cwn afg a a fasala gari wee Fa- 
aft aaa: | gu gaa: agiaefreott | are: azar Wie 
mul! qm: atmana sadi it 


The play presents a fine study of th 


e principal cha i 
and the cowherd, parücularly of the r SUE ee 


“Th ; the Princess just cannot stand 
the proposal of the minister to marry his son to her, She takes it sheer 


audacity on his part. She is too conscious of her being a Princess to even 


entertain the idea. To the thou i 
ite : ght of marryin ] m 
minister after all is a royal servant oen epit. (he 


anathema to her. The same proud P 
consents for the marriage. The ma 
shy, coy and anxious, her first tw 
husband by the jingle of the braceléts and 
It more than anything else. It is 
she resorts to the extreme step of 
is awake is no consolation to her, 
anything else and confirms the sus 
queer manner of sleeping (he wa 


when these delicate attempts fail that 
Pouring Scented water on him. That he 
His Tustic speech injures her more than 
pician aroused in her earlier by his 
S sleeping on the floor), his uncouth 


l. p.43 
3. p.40 2. p.49 
CC-0. Prof. Satya Vrat Shastri Cáiecpond3lew Delhi. Digitized by eGangotri 
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snoring and his intent preoccupation with a painting of bull fight in 
preference to that of Krsna in Rasa dance with Gopis which she was 
pointing to him. His telling her that he is a cowherd makes her lose 
her patience. She is all fire spitting venom at the frightened hapless 
young fellow. “Don’t touch me, be off from here,” roars she. Having 
turned him out she pines for him, loses her sleep and feels guilty. That 
moment she is just a wife, the embodiment of traditional Indian wifehood 
who deifies husband, quality or no quality. When Kalidasa after acquiring 
learning comes to her, knocks at her door and calls her out, her joy 
knows no bounds. She leaves the bed, moves forward a few steps. Then the 
thought overtakes her: If he were as dull as before, she would have 
to have the same on her hands. If she were not to open the door, the 


' happiness that is bers now would go away from her. Torn between these 


contrary feelings she stands quiet for a while and prays to her family 
deities and then puts the question, the question that is to decide her fate, 
seemingly overcoming her emotion giving preference to the love for 
learning over the love for her sweetheart asti kascid vagvisesah, is there any 
improvement in speech? Her question well answered, she runs to her 
husband and begging forgiveness falls at his feet. She is all joy that her 
husband loves her: kin nu khalv abhimatataram loke 'smin syàt satinam 
nama, yat patinürt snehabhavdd anyat.! 

The playwright has presented, as can be seen from above, the picture 
of a young bride in high spirits who has got a husband of her choice and 
liking longing to mect him to offer him her love but meeting instead a 
dullard rustic. So all her hopes are dashed to the ground. The playwright 
has also successfully brought the gradual transformation in her character : 
The rude Princess turning into a coy bride, passionate and excited, the coy 
bride turning into a fiery woman, the fiery woman mellowing into a pining 
wife, the pining wife turning intoa firmly principled lady, the principled 
lady turning again into a wife, just a wife. 

The depiction of the character of Kalidasa, the cowherd of earlier 


days, also shows the delicate touch of the playwright. « When the minister: 


approaches him and tells him that be would marry bim to a Princess his 
innocent remark is that why should he playa joke on him Even when 
coaxed by the minister, he is unsure of himself and somehow agrees to do 
his bidding. Entering the harem after the marriage he is struck with its 
grandeur. The playwright brings out the true rusticity in him by making 
him guess about its cost : asya grhasya nirmane kivad và dhanam dattam ? 
Laksam uta koith, how much money was spent on its construction ? A 


lakh or a crore ?. He is wonderstruck at the curtains, the beds, the lamps, 


practically with everything there. The playwright shows a keen insight 
into the working of the mind of a person unused to, such things. The 
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insight becomes keener in depicting the hesitation of the rustic in Sleeping 
on a well-laid bed forgetting that he now is the husband of a Princess : 


gaa maai gugfererat vafa p wf fe, coisa eqqfur, zra- 
FRAT 4T, T JAAA: | AISA TMT aE g TNT yey qi 


It isa fine study of the mental make-up ofa person, his behavioura] 
pattern, whatever the situation. The rustic cannot persuade himself to 
believe that he too can sleep on a cosy bed. Even feeling the floor cold 
enough, he prefers to lie on it : 


sre wast mw perra wer sohaga sqai wfacrfy 2 


This behavioural pattern finds realistic depiction when the Princes 
coming to know that he is a cowherd falls unconscious, The poor fello x 
the rustic, is just stupefied at this, afraid, nervous, confused. He had x 
asked for what he was getting : E 


E Et ssi wh, ames, ad ameoa [segest: 
West i isermreefe [Af] org g fera ae TT 
aT Sra | fir fardan anafaa i? E 


With the Princess unceremoniously turning him out : 
tvádrS$am jivitat maranam eva varam,* it is better for unlette 
him to die than to live, nissara gopàpasada, get out E 
cowherd, he feels cut to the quick : visegena dhikkrto 
for himself: dhiù me $ükaranirvifegam jivitam,3 fie Upon my life i 
different from that of a pig. He vows that he would not sho n em Ta 
less face to her : vidy@vikalart mama mukham nahi te dar, a a pune: 
remark in the forest after departing from t T : 
happiness for an uneducated person, 
accepting him as her husband in fron 
sums us his writhing agony : 


amaa tala Tq: à ? 
qisi TAT 1 SUS SU gedeeft afir e 


nirvidyanai 
d people like 
» O you wretched 
"smi? He is sorry 


question to the 
sah ? is there 





1. p.47. : 
3, à 49. 2. ibid, 

sat 4-6. Pp. 50. : 
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any improvement in speech ? The question goes very well with the defec- 
tiveness in speech noticed by her earlier in the young man pronouncing 
ugtra as ufra. One version of the traditional episode has it that Kalidasa 
also answered back in the very words which satisfied the Princess. In the 
present play what the playwright has done is that he has made the poet 
start with the words asti kaScit and vàk there and then itself : 


(aver) afer akazaa: | afea.. aaa: | WS Wefqemm | 
afa.. afa.. afa.. saat (ufa) fafer aam feret ara amfa- 
qan gair (8...4) dafa.. ara.. fera: qrar... gt ATTS: | 


which could be certainly convincing to the Princess that there is definitely 
vügvifega in him. This is an innovation for which the playwright 
deserves full plaudits. Since the union between the two, the Princess and 
Kalidasa depended upon the satisfactory answer of the question asti 
kascid vagvisesah, it assumed pivotal importance. It is therefore but meet 
that it should have been taken up as the title of the play. 

The work under study is on the whole an enjoyable piece in evolving 
a play of absorbing interest out of the traditional episode wherein the 
author succeeds eminently. : 


LP $4. 
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ASTI KASCIDVAGARTHIYAM 


LS ee 


I: is yet another play based on the traditional episode of Kālidāsa: his 

being originally a fool, married to a learned Princess who had resolved 
to accept only a learned person as her husband, through the machinations 
of revengeful rejected Pandits, whom she had turned out in sheer desper- 
ation; his (Kalidása's) acquiring learning as also poetical capabilities by the 
accidental grace of goddess Kali, his return and being asked the question 
asti ka$cid vügvisesak and his composing the three Kavyas each beginning 


matic content, that a full corpus of literature has grown round it. Since 
the crucial question of the Princess presupposes the whole turn of events, 


f their plays by at least two writers 


e proceec : itional episode, each in his own way, 
introducing into it such innovations as they deemed fit. 


» which could only 
he extraordinary talents of a writer 
for the past two thousand years or 


P ory round him which, apart from 
anything else, has the greatest dramatic quality, the quality of suspense. 


For once Kalidasa is a hopeless creature, illiterate, Unintelligent and turned 
out by his newly-wedded wife. Fortune Smiles on him suddenly. The man 
who could not pronounce the common world ustra Properly becomes one 
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The story has been so woven that it has scope for the depicti 
number of emotions : arrogance, vengefulness, deceit, anger Te ction ofa 
despondency and joy which makes it particularly suitable for a Hd 
is therefore no wonder that it has caught the imagination Mex. It 
the playwrights who have tried their hand at it. o manytof 

Asti Keścidvāgarthiyam is a play in five Acts by Dr. Kri 
former Head of the Department of Sanskrit, Garkwal Uae 
who has already established himself as a creative and critical waiter oh 


eminence. 


Theme 
First Act : Vidyottamd, the daughter of SudarSana, the King of south 


Kosala has taken the vow that she would marry only that young man who 
would defeat her in disquisition. Many a learned person tried their luck 
at it but met with no success. Turned out of the disquisition hall, they re- 
turned dejected and pained. One of these, Dhümraketu, resolved to avenge 
the insult in collusion with an initially hesitant and reluctant Govardhana 
who had also suffered humiliation like him to hatch a plot for the marriage 
of the arrogant Princess with a fool. The two of them noticed a young 
man near the village Devagrima hewing wood in a forest along with his 
mother. Son of the great Naiyàyika Sivadasa, he had been very brilliant 
initially but had lost his brilliance due to a chance head injury. In spite 

of his mother's entreaties he persisted in cutting the very branch of the 
tree on which he was perching and fell on the earth with a thud injuring 
himself in the process. Concluding that there cannot be a better fool than 
him, the twosome tempted him with the proposal of marrying him toa 
Princess and took him to the capital of Sudargana after tutoring him 


suitably. 

Second Act: 
Kālidāsa but calling himself 
well-versed in all lores wi 
was Head of the Department ina 
was observing a vow of silence til 


three days thence— he had come ear 
l calculations—h 


The twosome dressed up the young man named 


Kariyā as a scholar and introduced him as 
th the name of Dar§andcarya who as they said 
University. They further said that as he 
I the middle of the full moon night some 
lier since that day happened to be 
auspicious according to astra e would participate in the 
disquisition with gestures only. Carried away by the handsomeness of the 
young man the Princess agreed to the proposal. Thus started the. silent 
disquisition The Princess raised the ring finger of the right hand. The 
so-called Acürya raised three of the same. Govardhana interpreted the 
gesture of the Princess to signify that the cause of the creation is one. The 
three fingers of the Acürya he interpreted to mean that they are three : 
Yévara, Jiva and Prakrti. To Vidyottama’s remark that she had another 
question too in her gesture, Dhümraketu said that what she had meant 
to ask was whether for the wellbeing of the kingdom an its proper 

inecttd ing, i i is required. raising the 
fomingit isnt one pens, beithe Kag wia i re DA TRE 
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ed at, no, all the three, i e., the king, 
dose UC a ae ead k Pega for that. As the Princess 
the officers and the su pes S further ahejputito him another. question by 
noie test the ET Acàrya first raised the same number of his 
raising her five fingers. : £ waierorcied the gesture of the Princess as 
Baaiien the Bethe ealon is composed of five elements. The 
COH CR he interpreted to signify that he first agreed with the 
$ pna E added by raising the fist that they, the gueni: together lead 
to creation. Dhūmraketu on the basis of Polity put a different us 
tion on the gestures of both. The Princess's gesture he interpreted to mean 
her query as to whether five types of forces would be necessary for defence 
though the Sastras mention them to be. only four. The Acārya seemed) to 
signify his agreement with her with this addition that they (the forces) 
could succeed only if they actin proper co-ordination under one unified 
command. The questions of the Princess having been satisfactorily 
answered, she garlanded the Acàárya and accepted him as her husband. 

Third Act : The marriage ceremony over, Vidyottama waited with 
her friend [la with longing. She felt surprised to see the sign of foolish- 
ness on the face of the so-called Acürya when brought to her by her friends 
and attendants, whom he had regaled earlier with his queer. movements of 
hands and feet. His disinclination to speak even at the sweetest of the 
moments she first attributed to the vow of silence and waited somehow till 
the midnight when, as had been pointed out by the deceitful Dhümraketu 
and Govardhana, the vow of silence was to come to an end. When ulti- 
mately he did speak, he spoke in such a rustic manner that she became 
totally dumbfounded. On coming to know as to how the cheats had 
contrived the whole thing, she flew into rage. In spite of the so called 
husband’s persistent entreaties, she turned him out saying that she could 
belong to a learned person only adding that she would wait for him and 
when he would come after completing his education she would put him the 
question : asti kascid vagarthah? It is on his satisfactorily answering it 
that she would allow him entry in her room. 

Fourth Act: Though Vidyottama had turned 
band, she being an Indian woman, had got stricken with remorse. She 
searched for him: She would always talk of him to her friend and confi- 
dant Ili. She was sorry that she had misbehaved With him, something the 
Aryan women don’t do. One day in the Plantain grove, the Kadaliman- 
dapa, in the course of the conversation between the two friends Vidyottama 
and lla, it was revealed that a poet named Kalidasa had attained great 
fame. Along with poems he had written plays also which Vidyottama had 
procured all the way from Ujjayini at great effort and expense. She men- 
tioned them, the Rtusamhara, the Meghadita, the Malavikagnimitra, the 
First Act of the Abhijianasakuntala and reproduced a number of quota- 
tions from them for pinpointing in them one quality or the other. At Ila's 


ango T 
be arranged in 


out the helpless hus- 


UPC I et Raoa 
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the royal theatre, Vidyottama said that that was precisely her own view as 
well. Her father had invited the great poet. The performance of the 
play under the direction of the playwright himself could be more lively. 
Hardly had she finished, Irávati, an attendant informed that Kalidasa had 
reached the outer gate of the city and would be brought from there on the 
royal road down the harem for girls to the main gate of the palace in 
procession. The girls heard the welcome cries and went out to have a look 
at the great poet. Vidyottama took out a few flowers from her vase and 
gave them to Ilà. They both then left for the harem for the girls. 

Fifth Act : This Act is Jaid in the bed room of Vidyottama where 
she and the wocd-carrier had got together ten years earlier with the only 
difference that the decoration was not as good as at that time. Ona table 
were placed the works of Kālidāsa. Both Vidyottamà and Ila looked out 
of the window to see Kalidasa’s procession. The whole city, as a matter of 
fact, the whole kingdom seemed to have come out to welcome him. As the 
procession approached near, Tlà recognized the poet to be the same wood- 
carrier. She showed him to Vidyottama who was hardly able to control 
herself and was on the point of falling into swoon. Just at moment Iravati 
came in and informed that the poet first wanted to meet the Princess. 
Thinking that he was the wood-carrier who had won fame by acquiring 
learning somehow, she ordered the closure of doors of the bed room and 
asked Ili to open them only after she had got a proper answer to her 
question : asti kascid vágarthah Wa did as asked, opening the door 
after the satisfactory answer. After coming, the poet, on being asked 
by the Princess as to how the transformation had taken place, told her the 
whole story as follows : 

“Coming out of the bed room of the Princess he had gone out to the 
same forest from where Dhümraketu and Govardhana had picked him up. 
A fierce storm appearing there at that time uprooted a Saka tree a thick 
branch of which hit him on the head which took away his dullness. With 
brightness appearing again, he went to the Gurukula of the celebrated 
teacher Vamadeva where after pursuing studies for five years he started 
composing poetry. While there he would always be thinking of Vidyottama 
who is the spirit behind his charming heroines. He has completed two 
dramas, the Mélavikagnimitra and the Vikramorvasiya as also the first 
Act of the Abhijfanasakuntala. He has also composed a lyric on 
six seasons. The question ofthe Princess would always be à ringing in 
his mind. He had, therefore, started composing the Mahakavyas, the 
Kumdrasambhava and the Raghuvarisa each beginning with the words asti - 
and vdgarthak respectively. With the word kascit he has composed the 
lyric the Meghadüta. Before composing it he had proceeded on a pilgri- 
mage to Uttarakhanda in the Himalayas. He had gone as far upasto — 
Kedaranatha. Taking the north-westerly direction he had reached Dasarna - 
passing through the billy regions of Ramagiri, the Mila area and the river - 
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Reva, After crossing Nirvindhyà he had reached Ujjayini where he had 
offered prayers at the temple of Mahakala. From there he had reached 
Kuruksetra after crossing the Gambhirà and the Carmanvati. From there 
he had gone over to Kanakhala and Mayapura and further on to Kedara 
temple after crossing a number of rivers and their confluences arriving ulti- 
mately at Usimatha. On his way back he had reached Gaurimatha where 
he had worshipped goddess Kali for a few days. It was at this temple 
that he had seen a dream wherein he had visualized himself a Yaksa and 
Vidyottama a Yaksi making love to him. Coming back from the Hima- 
laya he had gone up the Ramagiri hill and had found its top covered all 
over by clouds. Piningin separation from Vidyottama he had sent a 
message through the cloud to Alakaruri where he had fancied her to be in 
the form of a Yaksi.”” 

After narrating his account where he had spoken in detail, sometimes 
in answer to Vidyottamà's queries and sometimes otherwise, of the many 
places near Kedarnatha, the streams of the Ganga, each with a different 
name, their sources and a whole Jot of holy places around, Kalidasa told 
the Princess that he would go now to the royal court where her parents 
and the members of the State Council would accord him welcome. He 
would go next to Devagrama to meet his mother. At this the Princess 
in tears told him that his mother had come to the city in search of him. 
In spite of her repeated requests she had uot agreed to stay with her and 
had left one night quietly Disconcerted Kalidasa then heard 
outside. On the attendant reporting that an old woman in Tags looking 
for her son calling him out as Kariya was being followed by noisy children, 
Kalidasa thought that she must be none other than his mother and wanted 
to go out. Just at that moment under the orders of the Princess the old 
woman was brought in which led to the union of the mother and the son 
and the daughter-in-law and the mother-in-law. The Chamberlain at that 


to the court for which 
Vidyottama touched his 
said they always had. 
the play to an end. 


Some noise 


Critical Appreciation 

Like other playwrights dealing with the traditional them 
playwright has given it a new orientation. Of the m 
introduced the one, the formost at that 
Princess is supposed to have uttered. In the tr 
kaScid vagvisesah. The present Playwright has m; 
possibly, because he did find the third w i : 
the beginning of the third Kavya, the erie E DAR 


veel < Savya, uyatiša which starts with th 
word vägartha. In the episode it is Only the yak portion of the third otal : 


e, the present 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





Asti Kascidvagarthiyam 107 


which is possible of connection with the beginning of the Mahikavya, 
the viSesa portion remaining high and dry, presenting a sort of anachron- 
ism. With visesa substituted with artha it is possible to bring in more 
aptness into the incident of beginning each Kavya with each component 
of the sentence. The attempt is ingenious, though not very convincing. If 
each word is taken up in each of the Kavyas as such, asti as such, Kascit 
as such, why should then the third one, the dual of vagarthali, be the singular 
of vagarthah: If this cannot present an insurmountable difficulty, it should 
similarly present none in the omission of visesa in the case of the episode, 
Again, the question asti kascid has svavasya in it. The Princess's question : 
‘Ts there any improvement in speech ?' goes very well with the defective- 
ness noticed in it by her earlier, which was the cause of Kalidasa’s expul- 
sion. Asti kascid vagarthal: lacks it. It just means : Is there any meaning 
in speech which does not have much of relevance in the context under 
notice. Further, in the episode the question follows the approach of 
Kālidāsa to the Princess after acquiring learning. In the play it appears 
much before that. It is while expelling the dullard that the Princess says 
that she would wait for him and if he would came back to her after 
acquiring learning she would ask him the question. This takes away 
somewhat from the sequential naturalness. A en 
The second major innovation pertains to the acquisition of learning. 
In the traditional episode Kariya acquires it just through the accidental 
grace of goddess Kali. In the present play a whole set of new incidents 
has been introduced to lead to this consummation. Since the brilliant 
Kalidasa had lost his brilliance in an accidental head injury that he had 
received when he was three years old, he is made to regain it after his ex- 
pulsion through a similar accidental hit on the head by a thick per of 
atree, Heis then made to pursue his studies in the Gurukula of Acarya 


Vamadeva for five years and thus acquire learning. He being the son of 


‘vavika Sivadüsa of Devagrama who died while the young 
the famous Naiyayika Siva Mp E S; 


‘ust three years old, is all the imaginatio 1 
ae ae edis Dinard and Govardhana, Parvati, the x of 
Kariya or Kalidasa, and Ila, o feie e m A The maro u Be 

ing is also the playwright s cr RUE i 
E pe. m the playwright pertain to Ila's ie 
at the time of Kalidasa's expulsion and her persistent pleading eee 
Princess against it, accepting him as such and allowing us a c pes 
learn by arranging his education, the pining of the Princess 


regretting her action and procurement of the works. of pa Ton, 
Ujjayini, referring to them appreciatively with quotations rom es 

x tek with Ila. Kalidasa's journey to Uttarakhanda, the nort ern 
B n, covering all the places as described in the Meghadüta before under- 
Eee tte great work is also a novelty peculiar to this play. So is his 


invitation t? help in the direstion of on 
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monial bringing into the city amidst tumultuous welcome. The finale 
comes with the union with the mother and the reception at the court, 

One of the significant features of the play is that it shows Kalidasa 
a well-established poet even before he meets Vidyottamà the second time, 
His verses are already sung in towns and cities. There is nothing of the 
kind in the traditional episode. Another notable feature is the intro- 
duction into the play of the two-fold interpretation of the questions and 
their answers, one connected with Philosophy and the other with Polity 
which too the traditional episode does not have, 

Though the original episode is rather small, the playwright has 
a fairly lengthy play out ofit by dilating on a few things and by intro- 
ducing many an innovation as detailed above. The very dialogue between 
Dhümraketu and Govardhana, the former coaxing the latter to join his 


pacifying him, but ultimately joining him occupies the ma; i 

the First Act. Similarly, a fairly lengthy RR of the "hd Aet * 
taken up in llà's recounting her sad story of how her parents were but- 
chered by Sakas and how the limely arrival in Vidarbha of Vidyottama’s 
father, an ally of Vikramaditya Sakari had Saved her. A better ^e 
of the Fourth Act is occupied with Vidyottamà's description of HET of 


punctuated with appropriate 
quotations from each. A substantial portion ofthe Fifth Aum are 


As an instance may be mentioned his descri 


Equally poetic is the description of Usimatha : 


aanta hfaa er east | Vere. firfiesrar Tnne: qafi: 
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qifa agr ufum e mat sexed aga aien 
THT ATMA qaae aiat Ge XTRETÍNT DOC WT WAR A qme ET 
asasan GT CSTRRTSSTTTS TT frere TT Wonrifrsfeq- 
ma WNT FATA aaia ATRAN TATA af- 
qefag farag wafer: ag dfaa: recat: aeaa aaen 
faa fart ru 


How graphic is the description of the sudden appearance of clouds and the 
outbreak of the storm : 


wear Gent fafa aega TAT WHTTHISRSAWD Wes 
atasanana | Thera rad TT T THAT: AAT eM: aara- 
qfi: SA HMA: | ATTY FASTA ASIRIENI TTT FST THA ie 
writ seerafrgans uU 


The playwright has a good command over his expression which is 
generally appropriate and idiomatic. There are, however, certain aber- 
rations one of the more prominent of which pertains to his frequent use of 
Perfect with reference to the speaker himself in violation of Panini’s pre- 
scription for it only in parok$a when the incident/incidents is/are not a 
matter of direct experience on the part of the speaker vide parokse lit 
(3.2.115), e.g., 


dadai cd gom HAS Ha aufus MAT: NAR. TARA... 
saurama saen...fufererafrper ami.. d SSDTHINNISSS... 
area gera, Aann naa, fae fe, efe, T UT UT 
(sar ?) domam ara 1° 


The second pertains to the use of Parasmaipada in place of Atmane- 
pada either the root being Parasmaipadin, €g. akrosate? and akrosamana* 
or akroSamand" in place of akrosati and ükrosanti, Gkanksamanam™ in 
place of akanksantam, or Parasmaipada being specifically enjoined in 
certain conditions, e.g., pravahamana® where Panini specifically enjoins 
Parasmaipada by prad vahah (1.3.81). In an isolated case of jijitasati™ 
Parasmaipada is used where Panini specifically enjoins Atmanepada by 





1. p. 204. 2. p. 178. 

3. p.23. 4. p.195. 

5. ibid. 6. p.197. 

7. p.198. 8. p.203. 

9. ibid. 10. p.36. 

11. P. 131. 12. p.214, 216. 
13. p.208. 14. p. 201. 
15. p. 8l 
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jdriiasrusmram sanah (1.3.57). The third pertains to wrong use of gender, 
Avadhi which is masculine is used in the feminine. e.g, asyam ovadhau. 
paribandha which is masculine is used in neuter, e.g., paribandham nastam.à 
His other anomalies consist of his use of pratyekasya? which should 
have been pratyekam, that being Avyayibhava; safüjyülayitum* which 
should have been saifjvalayitum, jval being mit by Pin Ganasütra ghatadayo 
mitah—the mittvain the case of jval and a few others (by Ganasütra 
jralahvalahmalanamüm anupasargüd và) is optinal only when they are not 
preceded by a preposition—leading to the shortening of the vowel, vide 
Pan mitam hrasvak (6.4.92); afrayisista$ which being the Aorist form 
should have been àsrayisfa; parisificanartham® which should have been 
parisecanartham, num to sic being admissible only when followed by Sa, vide 
Pan. Se mucdadinam (7.1.59); sammilanam? which should have been 
sammelanam with Guna by Pan. pugantalaghipadhasya ca (7.3.86). 
The work has a number of syntactical irregularities as well, c.g., 


(1) segre wat gear sare xf eur gd miarana WH- 
wWEwWW«Ix (the correct term should be anasa) 1° 

(2) arent doar yaa p exp aafia 12 

(3) wer sfera aviary | at a papsag- 
frafad vasegpiterafererere gang 7° 

(4) =a afi at agadt cart eat afeurear i! 

(5) faccarafasitat xat gargeunaan füfererafumer auras 
anman |? 


The author is caught napping in at least two places in the use of Sandhi 
which is very wrong : Sirocalanam.13 prabalo praharas tu. 

In a work in modern period it is not Uncommon to have some 
reflection of vernacular expression. The Present work is no exception to 
it. The expressions gd«T wa ammat maasi, seta: fae afra- 
fafa,” qu maaa, qar agi West aes Saafi: a:,29 


J. p. 73. 
2. p, 63. 3. p. 14. 
4. p.415. Bhattojidiksita has 5. p.16. 
offered justification even for 6. p.58. 
such forms : katham tarthi 7. p.202. 
prajvalayati unnamayati 8 8. p.40. 
ghanantat takaroriti nau. 9. p. 60. 
10. p 124. 11. p.175. 
12. p. 195. 
13. p. 89; 14. p.91. 
15; p.24. 16. p.25. 
17. p.26. 18. p.36. 
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(ada Ñ mà ux), Akasa cavern! weg “maT wu 
aegri AALS VARA ARTA, AIA AAAS denn RN M 
: E $ atga 
gi aama, $uxp d area,” feast ent nian: weer farer 
g ala WT Aaaa ag Mga aena afir, laa. 
aq, qveifa fara’? ? x : 
do have on them a shadow of the vernacular ones. 

; The author has skilfully interwoven some lines or expressions from 
earlier works particularly from those of Kalidasa either as they are or with 
suitable modifications. The line ma jiine vidhis tasyaikam subhagari 
sukrtinam yvarani samupasthapayisyati® cannot but bring to mind the 
Sakuntala line na jane bhoktüram kam iha samupasthasyati vidhih“ 
priyajanasamvibliaktar dukkhamt sahyavedanam bhavaii'* has been taken up 
as such from the same work. Vipad vipadam anusarati" and ksata eva 
prahara nipatanty abhiksnah" are the same with some changes as from 
Bana and Visnugarman respectively where they are satyo ‘yati janapravado 
yad vipad vipadam sampat sampadam anubadhnariti® and ksate prahara 
nipatanty abhikgnam.? hyrdayadaurbalyam yimuiica®! easily shows the pre- 
sence in the mind of the author of the Gita’s hrdayadaurbalyam tyaktya.?? 
sarye ja.dh kusalinah sukhinah santu™ is a quotation from an. old work in 
inverted commas with the addition of janak and sukhinah. Vidyottama’s 
hrdaya ! alam uttümya* is the same as Sakuntala’s Ardaya mā uttamya.** 
gamandaya padam udvahati*® does carry on it a reflection of the Kumárasam- 
bhava’s niksepanaya padam uddhrtam uavahanti.2” So does kantasammitopa- 
deta eva yuktatamali? of Mammata's küntasammitatayopadesayuje- 

Occasionally the playwright just uses Hindi words with Sanskrit 
terminations, e.g, pakhandibhif,® jholakak,* maiicika,* the last meaning 


a table. 
The playwright also goes in for onomatopoeic words a couple of 


times, e.g., 


1. p. 50. 

2. p.67. 3. p.58. 

4. p.723. 5. p.83. 

6. p.84. 7. p. 87. 

8. p.100. 9. p.118 
10. p.149 11. p.153. 
12. p. 169, 13. p. 19. 
1. Ka Gr,p. 453 15. p.37. 
16. Ka Gr., p. 463. 17. p.42. 
18. p.ibid. 19. p. Kadambari, Nirnaya Sagar Press, 
20. Pancatantra, II. 178. eee 1916 p. 146 

22. p. II. 3. 
33: 5 39: 24. p.87. 
25. Abhijhdnasakuntala, Ka Gr. 26. p.97. 
27. V. 85. 28. P. DE 
rakasa, 1.—2. 30. pp. 7., 197. 

Be 32. p.139. 
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Gita aasre Aaa, At Tea: «mehr tar? awe 
a safa: aeaea w are! Asal gut asasta Pate: TACT: 


The deformed speech put in the mouth of the dullard wood-carrier 
running for considerable length is a great coinage of the author showing 
in full measure his imaginative faculty even in creating a language. First 
it occurs when Kalidasa or Kariya of the time is cutting the branch of the 
tree on which he is perching and the two Pandits Dhümraketu and 
Govardhana meet him and the second time after the marriage when he 
pleads for himself in the face of the severe reprimand of the Princess, It 
will not be out of point to mention here a few of the specimens for the 
better appreciation of the connoisseurs : 


(1) gr dew! gat wer mederfu tg Hehe fe ? mum us GE IE 

(2) wait? ga det aT ga mra, qur goma | aa wee faang 17 

(3) fa maafa cred facafaereee erre, $ fr aep ?? 

(4) fe adaa? amga sft fe wer à Tots g m gat wath 
ga amat i? 

(5) waft d qi d Fay Gat, | Tea Wm TU aah | aT aes 
fore, art farce wer 1 arar Cea Ute, d Graf 11° 


Interestingly, for reasons best known to him the playwright presents 
the translation, of the contrived speech in Bhojpuri, in contradistinction to 
the Sanskrit matter which is done in Hindi. May be, he feels the translation 
of this also should Jook different so that it is just marked out. 

The playwright is very strong in his 
at times. It mirrors the entire situati 
emotions in their entirety. 


The playwright has developed a style which effectively portrays what 
goes around mirroring particularly the feelings and emotions of the 
characters, in short, crisp sentences, Asa specimen is reproduced below 
the paragraph which reflects the worry, the anxiety, the helplessness 


of the distraught mother when her only son does not stop cutting the 
branch of the tree while sitting on it : 


prose which is very descriptive 
ons and captures the feelings and 


qur! Ua fenda ararat wend foma ? AAE 1 ate FATT | 
gr! T SU geist R WW: pore genda |. afa iaaa wu | 





l. p.14 2. p.130] 
3. p.87. 4. p.171. 
5. p. 180. 6. p.35. 
7. p.50. 8 


. p. 10. Ae ; 
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qafa uda aama maa Mifare ngena | 

F 4 aoa ! aafe: 
fac, fact a! ond gar facaia i aa | vis Hee 
qd: ga: SS 


As one more specimen could be reproduced Vid à 

yottama’s outb 
the helpless wood-carrier who tearfully solicits her to live with eco. 
that she is his wife, which portrays most forcefully her anger, her hatred 
her detestation of the rustic symbolizing the Great Deceit she had bum 
subjected to : 


x qaqa | wd | INIM Wü Sperm: p SRTET keratia p cafu: 
sereni pure fuprom quaera faemafer THI cd. TAA T 
adum aala afaa afgaf | free road aa firivofe aag 
seat a Ue cards aiae STU af: sera | 


"Though the playwright has introduced a number of characters the 
play revolves, as in the traditional episode, round two characters, Kalidasa 
and Vidyottama, the others playing only a peripheral role. 

The playwright has first depicted Kalidasa as Kariya, a foolhardy 
wood-carrier and later as Kalidasa, a poet of great fame, who is very much 
attached to his lady-love in spite of her having ill-treated him. As rustic, 
he is innocent and honest to the core which even the imperious Princess in 
her calmer moments concedes. She admits that he had no intention to 
deceive her. There was no artificiality about him, he was the same man 
inside or outside. When cornered by the Princess he blurts out the entire 
story as to how he was picked up by the Pandits Dhümraketu and 
Govardhana and brought to the Palace on the promise of marrying him to 
a Princess. He also gives his own interpretation of the gestures in the 
Sastrartha. By raising one finger he thought the Princess wanted to 
punch his one eye. By raising the three fingers he wanted to convey that 
he would punch hers both as also wrench off her nose. As a simpleton 
he is not able to understand as to why ihe Princess should address him. as 


Acárya or Aryaputra. He even suggests that if the Princess is not prepared 
age and live with his mother. 


to live with him he would go back to his vill ; 
He even pleads with her not to turn him out, now that he is her husband. 
As Kālidāsa he always remembers her. Even though very barshly treated 
by her, he does not nurse any rancour for her. As à matter of fact, she is 
the spirit behind his poetic creations. It is she who is behind her immortal 
characters, Sakuntala and the Yaksi. 

onviction. She resolved to 


As for Vidyottamsa, she is a lady of firm ¢ REN 
marry only that man, who would defeat her 10 scholarly disquisition, the 
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astrü defeated, she marries the person introduced to her as 
e. She waits for him impatiently after the marriage and wants 
him to take the initiative in love-making while he sits stoically and does 
not do so. ‘Is the initiative to come from me, a lady ; she asks herself. 
Finding the so-called scholar reticent even after midnight when his vow of 
silence as given out by the deceitful Pandits was to come to an end, she is 
forced to engage him in conversation. First she thinks the so-called 
scholar is playing a joke on her by speaking to her in rustic language but 
when finally the cat is out of the bag, she is beside herself with rage. She 
calls out to Ilà and gives the young dullard the severest of the reprimands 
going to the extent of kicking and slapping him. All the pleas of Ilà to be 
patient with him fall lat on her. The fool is summarily turned out and, as 
shown in other adaptations of the traditional episode, she pines for him 
ET As a lover of letters she procures the works of Kalidasa who had 
risen to great fame as poet. She discounts the suggestion Ilà impliedly 
conveyed that the same could well be her husbaud, his name also being 
Kalidasa. Ultimately the same happens which she had not imagined, 
Destiny smiles on her. Kalidasa being brought to the city in procession 
js none other than her own sweetheart. Both the husband and the wife 
unite after a lengthy conversation tracing the genesis of each work and the 
presentation of them one by one by the former to thelatter. The consi- 
deration that the latter (the Princess) shows to Kalidasa’s mother bespeaks 
her nobility. She remembers nostalgically her affectionate hug when she 
first met her on her coming to the city in search of her son. 

As a play Asti KaScidvagarthiyam ranks as one of the finest of the 
attempts of its kind. The theme in the play is wellevolved and has a 
highly innovative touch which imparts to it absorbing interest. The very 
fact that the play has been staged twice, once in 1967 in the Govt. Post- 
Graduate College, Pithoragarh and the second time in 1973 in the Thakur 
Devi Singh Visht College, Nainital speaks volumes for its stageworthiness. 
The playwright deserves full plaudits for presenting to the Sanskrit world 
this creation of beauty which certainly is a joy for ever. 
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VIDYOTTAMAKALIDASIYAM 


Witten by Acharya Ram Kishor Mishra, it is a Mahakavya in 
twenty-one cantos woven round the traditional account of Kalidasa : 
his being an ignoramus originally, entrapped into deceitfully marrying a 
learned Princess who vowed to tie the nuptial thread to a man learned 
enough to humble her in scholarly disquisition, the Sastrártha, through the 
machinations of a rejected scholar who arranged between the Princess and 
him (Kalidasa) a Sastrürtha in signs to be interpreted by him (the scholar) 
with intention of teaching the Princess a lesson for her arrogance, the 
Princess soon discovering her so-called husband to bea dud, his being. 
turned out by her from the palace unceremoniously, his acquiring learning 
thereafter and returning to her, his knocking at her closed doors and her 
asking him the question asti kaScid yagvisesah: Is therc any improvement 
in speech and his composing three of his works each beginning with each 
of the words inthe sentence culminating in their happy reunion. This 
narrative being very popular among them, a number of modern writers 
have based their works on it. Strange though it may seem, except the 
present one, all of them happen to be dramas. The present work was 
published by the author himself in 1984. ; 
Theme 

The Mahakavya opens with the King of Kasi trying hard to obtain 
a son. Once he shows his palm to a palmist who predicts that he would 
have a daughter after ten years. Very learned, she would immortalize his 
name. Her fame will spread far and wide. Married to a fool she will 
later turn into a poet’s wife and a poetess herself. This pleases the King 
who tells his wife all about it. She goes to the temple of GaneSa and 
prays there for off-spring (Canto I). The Queen having become pregnant 
in due time the King performs Pumsavana and Simantonnayana rites 
wherein he feeds Brahmins and his kith and kin. Women sing songs. 


Some knowledgeable person marks the Queen’s steps, the other one — 
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examines her palm and still another horoscope. Some Predict a son for 
her, some daughter. The Queen gives birth to a daughter in the early 
oars of a Sunday. The King is happy at this but not the Queen, She 
wanted ason. The King tells her that it just does not matter whether it is 
ason or a daughter. He orders festivities in the kingdom. On the eleventh 
day of her birth, the girl is given the name Vidyottama. A darling of her 
parents, she indulges, upto the age of five, in all sorts of pranks. The King, 
his name Saradananda, engages a number of teachers to teach her different 
lores like Grammar, Literature, Lexicons, Polity, Erotics and Dance. At 
the age of sixteen her fame spreads through the whole of LC The King 
then thinks of her marriage. Coming to know of the King's desire through 
friends, she takes the vow that she would marry only that man who would 
defeat her in the Sastrartha which delights the King. The vow havin g been 
well-publicised in the kingdom, attracts a number of people young, old and 
middle-aged, Mishras, Pathaks, Acharyas, Dwivedis, Trivedis and even 
Chaturvedis, poets, prose writers, dancers, singers and experts in Polity and 
Erotics. They all fail to defeat the Princess in the Sastrartha. In a situation 
like this one Bhairavanátha, a prominent scholar of India, even though 52 
comes forward at the instigation of Scholars smarting under defeat to 
engage the young Princess of 18 in Sastrartha which the King fixes for the 
following day. He, however, gets worried at the thought of his daughter 
becoming the wife of an old man. He goesto her to tell her of his 
anxiety. He feels sorry for the vow undertaken by her. Throughout 
the long conversation between the two she maintains her composure and 
is the least worried. She is confident of defeating the old man (Canto III). 
The Sastrürtha starts the next day. The topic is: Which of 
the two, bhagya, fate and karman, action, is more powerful? ]t is 
bhagya according to Bhairavanatha and karman according to Vidyottama. 


The example of Rama having to 80 to forest cited by Bhairavanatha 
for the inexorability of fate is cou 


ntered by Vidyottama by citing 
another example, that too of Rama, in supporting the force of karman. 
Rama could obtain Sita by breaki 


ng the bow which is karman, action. 
If it were fate, Rama or any one else could have got her, even Without the 
breaking of the bow. To Bhairavanatha's other instance of Satyavàn 
having got Savitri without effort in support of the forcefulness of fate 
Vidyottama’s reply is that even there karman or action is present; Savitri 
had put in efforts to find out Satyavan for her. And then comes Vidyot- 
tama's argument of arguments, She cites Bhairavanatha’s own example 


in proving the superiority of action, He has come to have Sastrartha with 
her to have her for him which is karman, action. If it were fate, he need 


not have come for the Sastrartha and would have her any way. 
Bhairavanatha has no answer to this. He concedes victory to Vidyottama, 
Now, what Vidyottama had been doing so far was that whomsoever she 


would defeat in the disquistion, she would put him to some service or the 


other. In line with , "Dat. she asks, Bhairavanathe:ifdte efsngeudy for it. 


Vidyottamakdlidasiyam am 
He agrees but advises the Princess to desist from such a course. With the 
victory of Vidyottama over Bhairavanàtha, her fame spreads far and wide, 
With all the scholars so far approaching her for Sastrartha having been 
floored, the people in the Court begin to have doubts about Vidyottama 
ever getting married (Canto IV). Such also is the feeling of her mother. 
She is happy when she hears of her daughter’s victory but feels depressed 
when she thinks of her marriage. One day she comes to her and tries to 
persuade her to give up her vow to which she (Vidyottama) does not 
agree, As for her husband, she would get him in due time. On that 
score she has no worry. She assures her mother that in case she is 
unable to find a husband in terms of her vow, she would choose one 
from among those defeated. This statisfies the mother. Inthe mean- 
time, an attendant informs the Princess that she has to get ready for 
Sastrartha scheduled to take place after eight days and conveys to her 
the King’s message that she should start necessary preparations for it. 
There could be questions on Philosophy. The attendant is unable to say 
as to who is coming for the Sastrartha. The Princess tells her mother that 
Sivanàtha, the Acdrya of the Gurukula or one of his learned pupils wants 
to engage her in Süstrartha. An aged Sivanatha wants to marry her the 
young one. But then such is the vow. The mother again tries to persuade 
her, in view of the possibility like the above, to give it up to which she 
does not agree. She assures her that she would wed a young man (Can- 
to V). Now the story of Bhairavanatha is that he goes to his teacher 
Sivanàtha who infers from the former's remark that nothing is well 
with scholars and people like him in Vidyottama’s rule of scholarship 
that he has suffered defeat at her hands. He tells Sivanatha that he has 
all regard for Vidyottama’s scholarship but the way she treats her 
vanquished adversaries is what he is against. One among them she has 
appointed a door keeper, the other one to serve breakfast, still the other 
one to serve food. Him she has made the stable supervisor. He mem 
to Sivanatha, upset at the insult to scholars, to arrange her ge wit 
a fool which he alone can do. Sivanatha agrees to do so and asks 
Bhairavanatha to look for one. Bhairavanatha goes out E comes 
across a person cutting the very branch of the tree on Nau. P is C 
He does not listen to Bhairavanatba asking him not do so les pi TR 
fall down with the same. He advises him to come down Or he as 
: ith hi ig ithe jumps down in spite of 
something to do with him. On hearing J ie E 
Bhairavanatha asking him to come down slowly lest he shou Be 
himself, He does injure himself by jumping down but is soon al right. 
He tells Bhairavanatha that he lives in the house of Princess Vidya. From 
Bhairavanütha's bearing he makes him out to be an Ácürya. He laughs at 
Bhairavanatha’s query about his family for the purpose of p his 
marriage with the Princess. He informs him that he had lost ME ur 
when he was five. His father was, as he has heard, of the Bharadvaja 


Gotra and of the Misra sub-caste. His mother had the name Kali and  - 
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father Kélinatha. Him they had given the name Kalidasa, known more 
among the peole as Mürkha, fool. He accompanies Bhairavanatha to the 
Gurukula on the understanding that he would be married to a Princess 
and is produced before Sivanatha who assures Bhairavanatha of marrying 
him to her and thus rescue the scholars from ignominy. (Canto VI). 
After tutoring him to keep silent and making him comprehend the signs, 
he takes him to the Court of the King of Kasi to engage the Princess in 
Sastrartha. The Princess asks him (Sivanatha) if he, even in his advanced 
age, is stricken with lust in thinking of marrying a young lady of eighteen, 
No, no, says he. He already has six sons and one daughter from his two 
wives and is satisfied on that account. It is his pupil who would have the 
Sastratha with her. He is the young man Kalidasa who at the very first 
sight impresses the Princess with his handsomeness and silence which 
Sivanatha explains is due to his having undertaken a vow. According 
to Sivanütha he would answer all her questions in gestures which he, 
Sivanatha would explain. To the Princess disinclined for this type of 
Sastrürtha, he says that she has inflicted defeat on a number of scholars 
which could mean her remaining unmarried. It carries social stigma 
inviting public calumny. Already people say all sorts of things about her. 
People connect her insult of scholars with her illicit relationship with a 
servant in the Palace to satisfy her lust. They also speak about her falling 
in the hands of a dullard. That is why, in the absence of scholars, he 
says, he has persuaded the silent young man to go in for Sastrürtha. 
Keeping her youth in view Sivanatha advises the Princess to think of hav- 
ing a husband for her, fora woman without a Man is no good. Vidyot- 
tamā agrees to have the Sastrartha with the Philosopher Brahmacarin, who, 
though unwilling, agreed for Marriage on the persuasion of Sivanatha. 
In the Sastrartha, Vidyottama, raises one finger. The fool thinking 
that she wants to pierce his one eye raises two. Sivanàtha's explanation 
of the two signs is : The Princess's one finger means that Brahman is one. 
The fool's two fingers mean that he has two aspects, without form and 
with form, nirakdra and sáküra, Next the Princess raises five fingers. The 
fool thinking that she wants to slap him, raises the fist. Sivanatha's 
explanation of the two signs is: Five fingers mean that there are five 
t these five together are responsible 
Satisfied the Princess, she concedes 


ncess ! it of her insult to the Pandits in the discover 
in due time in. marrying an, ignoramusyisvannsbjeggiisp! derision for then 


M: 


Vidyottamakalidasiyam ji; 
The party reaches the well-lit palace. The King gives away rich gifts 
to its members and the womenfolk of noble lineage sing traditional 
marriage songs. The party, after being received ceremonially, is treated to 
a sumptuous feast which is followed by the wedding ceremony to the 
accompaniment of the songs by ladies of noble birth. With all the tradi- 
tional rites like the Seven Steps having been gone through, Vidyottama and 
Kalidasa are declared man and wife. This having been achieved, Sivanatha 
leaves back for the Gurukula along with his pupils while the newly-weds 
leave for their palace. The King and the Queen are happy to see their 
daughter with their son-in-law. The only desire of the King now is to 
have a son born to them to inherit the throne of Kast (Canto VIII). 

In their room in the palace with its one bed and two chairs the 
Princess beckons to Kālidāsa to come to the bed. He, however, sits on 
the chair and does not budge from it on the ground that he not being a 
Prince, is not fit for the royal bed. He likes to sleep on his poor charpoy. 
The Princess tells him that the honeymoon night is not to be spent alone, 
the two-some have to be together in it. She asks him to look into her eyes 
and notice the streak of passion in them which the poor fellow is not able 
to mark. He has not read the Kāmaśāstra, the text on Erotics, the science 
invented by Vátsyüyana. The Princess is ready to teach him that if he 
were only to come tothe bed. She has the feeling that he knows only 
Philosophy and not Erotics. She invites him to her to drink deep at the 
joy of life, to engage in love making. While Vidyottama is passionate, 
Kālidāsa is not. All of her wooing of him as also efforts to turn him on 
fall flat on him. While this is on, a camel grunts. The Princess asks 
Kālidāsa as to whose grunting it is. That of utra, camel, says he. He begs 
apologies of her on being asked as to why. he has mispronounced usira for 
the slip of the tongue. She asks him to trace the word utra with the rules 
of Grammar. On his telling her that he does not know Grammar, she 
asks him to talk of Sastra, in case he has no interest in love making and 
to quote sütras to form utra. This ushers in the most fateful of the 
moments in the life of the couple. Kālidāsa confesses his total ignorance 
of the Sastras and reveals the stunning truth that he had been persuaded 
by the vanquished Pandits to marry her by proclaiming him a scholar in 
silence. Vidyottama first takes it a joke. How come, she asks him, he 
could answer her questions in the Sastrártha ? He then explains to her 
as to what he had meant by his signs. Vidyottamé, feeling convinced that 
he is a dud, refuses to accept him as her husband, who, thinking that he is 

hether dud or otherwise, invites her to him to satisfy him. An 
O TONO * Vidyottamā refusing to accept him 
argument ensues between the two : Vidyotta ‘ ES 
and he pleading with her to show due consideration to him, she aving 
married him. He is not a fool, says he, in the sense that he follows his 
routine all right, which is to lumber wood in the forest. Vidyottama onsets 
him out of her room. Or else she would have to call the King. All te 
entreaties COP. IK&lidüsa ;tonchange.henvamind;,fell. fat, Ba Ber: Hemel 
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: i ife, should be knowing the duties of a 
henithat ne Sn aie a insult him. Vidyottamà tells him that 
ROUES, ba he should acquire learning, be a scholar and 
if he wants respect from her, he s : AIL Ts 

her. Then only would she accept him as her husband. Her 
SM um only the one defeating her with his superior knowledge could 
i oand; "He has, therefore, to be learned to be accepted by her. 
She would wait for him till then. Kālidāsa agrees to this and gets ready 
to leave for the Gurukula from where he had come to marryher. He 
requests her not to keep him away from her mind. She on her part prays 
to gods for his wisdom and wellbeing. With this the poor fellow repairs 
to the Gurukula and the hopeless Princess falls listless (Canto IX). i 
In the Gurukula Kalidasa tells his classfellows all that happened to him. 
They suggest that he should approach the Guru, engage in study and become 
learned to have the princess for him. Accordingly Kālidāsa approaches 
Sivanatha and tells him that the Princess has turned him out. He is a fool. 
She is learned. Only a learned person can be her husband. The whole pro- 
blem according to Sivanatha arose because Kalidasa had given up silence, 
Vidyottama could make out thereby that she had been deceived by the de- 
feated Pandits, Kalidasa tells Sivanàtha that he being her husband now she 
should have better taught him and educated him, if she felt that he was not 
so. She however, did not listen to all this and instead turned him out. He 
requests Sivanatha to teach him so that he could be wise. The latter advises 
him to devote himself to studies and bring Vidyottama home by winning 
her by his speech. His line on the palm indicates that he is going to bea 
poet. He asks him to take up the study of metres. K 
to teach him all that so that he could get his wife. 
at his attachment to her though forsaken by her. 
of wickedness for the wicked, he asks him to forsa 
him not to study in the Gurukula for he feels that t 
know that his son-in-law is a. fool may come there 
why he had arranged a fake marriage by declar 
scholar. It would be better from him, 
that the King is not able to find him o 
have him put in chains there and then. 


study wherever he likes, Kālidāsa Says that when he becomes learned, the 
Princess would accept him. And that would be the time for him to forsake 
her. If she begs of him he would acc 

enough punishment for her. 
to keep in mind and in quick ste 
the husband of a Princess the 
place to place the following 
from each other now. Since he le 


alidása requests him 
Sivanütha is surprised 
Following the principle 
ke her too. He advises 
he King having come to 
to enquire of him as to 
ing a silent fool a great 
therefore, to go somewhere else so 
ver there. If he finds him, he would 
He tells him to go about places and 


were separated 
ft the Gurukula for fear of the King 
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told him that she was sitting sad in her r i ; : 
husband missing. It appears that her lush ae Bis ewe 
It was about him that she was having a talk with her mothe M COR 
r with sorrow- 

ful heart. The Queen had asked her to tell the King to come immediatel 
On hearing this the King leaves for the room of his daughter There the 
Queen tells him as to how the daughter had been cheated by the detai 
Pandits by arranging the game of signs. Her husband is the fool of the first 
water. Silence for him was the cover for his ignorance which came to the 
fore the moment words escaped his lips. Vidyottama had turned him out 
She does not agree with her father that since she is married now to Kāli- 
dāsa, she should accept him, fool or no fool. Her vow had been that she 
would accept only that man as her husband who would score a victory 
over herin Süstrürtha which in the present case was with one who was 
observing silence which was just a ruse. She has nothing against the man 
but certainly against the Acdrya who cheated her by obtaining from her 
consent forcibly for silent Sástrürtha. Had it been a verbal one, the fool 
would not have been able to vanquish her. The King doesnot approve 
of her expulsion of the fool. She could have taught him if she could co- 
operate with him which she did not do. Even as itis, the fool can turn, 
through her reprimand, into a scholar. Her abandoning him may usher in 
a happy moment in his life. She tells the King that in her presence he had 
made the promise before leaving that he would become a scholar. . The 
King blesses her to have a learned husband. She would have to wait till 
then. He then leaves along with the Queen to the Gurukula to enquire of 
Sivanütha as to why he should have his daughter married to a fool. 
Sivanütha denies his having done so and does not accept Vidyottama’s 
version. He couldn’t have broken his silence before the stipulated period 
of one year. He sticks to his version that he is a great scholar and philo- E 
sopher and lays all the blame at the door ofthe Princess. In her conceit 
she had been insulting scholars, says hc. She has now branded her husband 
a fool for his not speaking anything because of his vow of silence. The 
royal couple then leaves back for the Palace in the hope that the Princess 
could one day be united with her learned husband (Canto XI). 

As for Kalidasa, he on coming out of the Gurukula meets a holy 
man, a Sadhu, with whom he moves about to different places like Ayodhya, 


Prayaga, Kanyakubja, Hastinapura, the river Carmanvati, the Vindhya 
mountain and the cities in between like Dagapura, Devagiri, Ujjayini as EE 
also several rivers. Through intimate association with him for three years he 
acquires good knowledge of the Sastras. He then thinks himself fit enough 

to go to Kasi, He reaches first the Gurukula, meets ths Acárya who sends. 
the information to the King about the Sastrartha. The King conveys the 
same through a letter to Vidyottama who sends her reply, also through a — 
letter, wherein she says that the Sastrartha that she had last was her final 
one. It was after that that she was made to wed Kaley "m e Qus 
pand. If thee is, t0.be.a, atra i could be vit tun enm. T MR 
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alone to her Palace and prove his learning in words (and not by signs as he 
had done earlier). Nobody in the talk is to act as judge. The King drafts 
a letter on these lines and has it despatched to the Acārya who gets the 
King’s idea and sends Kālidāsa to Vidyottamā. Before leaving, Kalidasa 
has a talk with his classfellows who tell him all sorts of things. He then 
comes to Vidyottamà and tells her what he has studied. It is something of 
Grammar and something of literature. Vidyottama puts it to him that if 
he is able to answer her question asti kaScid vágvisesah in verse she would 
accept him a learned man. This renders Kalidasa speechless. He wants 
time which the Princess allows. He decides then to go to the Gurukula 
from where, he says, he would be back only when he is able to compose 
poetry. The Princess assures him that she would wait for him till then and 
offers him all her good wishes for the success of his mission (Canto XII). 
After his departure Sáradánanda, the King of Kasi, comes to Vidyottama 
to know as to how things stand with her. He comes to know from the 
female attendant that Kalidasa had come to the Princess and that he could 
answer her questions. She, however, wanted him to answer a particular 
question in verse which he could not do, The King is surprised at the 
condition of verse and enquires of the Princess whether she has no liking 
for Kalidasa. From an uneducated person he has turned an educated 
person now. Does she want to turn him into a learned person? The 
Princess tel!s the King that she wants him to be a poet, a wise man and not 
half wise and half ignorant. He is expected to spend some time in prac- 
tising poetry and would turn into a poet through separation from her, his 
beloved. The poet knows the worldly ways. He knows how to love his 
wife. He has to be intelligent, with deep insight into the feelings of the 
people. He thus wins love of the people and honour from the King. She, 
therefore, would like him to be a poet. She is sure that he would give the 
answer to her questions in poetry and would come back to her one 
day. It is only then that she will decide whether he can be her husband 
or not. She assures her father that she has no feeling of indifference for 
him. All that she is doing is for his betterment only. The King leaves at 
this and enters then Susilà, the friend of the Princess. An interesting talk 
ensues between the two. Vidyottama tells Sugila that Kalidasa is striving 
to be what she wants him to be. SuSild on the other hand wants that 
Vidyottama should invite Kalidasa. There is no life for a woman without 
husband. It is just wastage of time. It is from him that she gets all the joys 
and all the Pleaures of life. She further cautions that the Palace and all 
that it contains belongs to her father. What belongs to her is her husband 
who in reality is hers. Vidyottama counters this by saying that like a son a 
daughter too has a share in her father’s property. Being the only child all 
that which belongs to her father is hers. Susilà disagrees with her. Accor- 


ding to her, if a woman does not have the joy of having a husband, then 


all other kinds of happiness have no meaning for her. All this a woman 
“feels only, Says "Vidyottania) "She has a husband “of her liking. She has 
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all regard for Susilis views. She is, however, firm in her resolve to accept 
Kalidasa as her husband only if he were to pass the test as and when he 
comes to her as per his own words. She does not listen to anybody, her 
father, mother, friends and attendants and remains unbending. On the 
other hand, Kalidasa begins practising poetry and comes to be known as 
poet Kālidāsa. Every day passing brings him more and more of fame in 
Kasi. Once as he was practising poetry, some friends, Tapanadàsa, Pavana- 
dasa, Somadasa and Vipinadasa approach him and have a light talk with 
him. The main subject is the Princess. Some have doubts about her 
accepting him. Others are sure that she would, now that he is writing 
beautiful poctry. Some think that he may not be lucky enough to get her. 
Others are of the view that luck would favour him and that he would be 
able to have her. One of the friends has a dig at Kalidasa whom the 
Princess did not accept when he went to her the first two times. Now the 
third time he would bring her round with his poetry. Kālidāsa checks him 
and says that he would simply fulfil his word and do nothing in bring- 
ing her -round. On being asked to recite the verses composed by him, 
he recites those from the Rfusaridhra. He goes on practising poetry 
daily. One day Vidyottama has a talk with her friends who tell her about 
Kalidasa and his beautiful Kavyas as also fame he attained in the poetic 
symposia. One of them, Susila had heard his description of six seasons in 
verse last spring. Vimala and Susila tell the Princess that she had wanted 
a poet to be her husband. That desire of hers is now going to be fulfilled, 
Vidyottama is exceedingly happy at SuSsila’s remark that Kalidasa will now 
be able to answer her questions in verse and that of Kamala that he would 
compose a poem on her under the inspiration of separation. As the talk 
among the ladies is on, a knock is heard at the door. The attendant enters 
and informs that it is poet Kalidasa. The friends of Vidyottamü leave at 
this while she invites him to the bed which he declines. He tells her that 
in answer to her question he has composed three Kavyas each beginning 
with each of her words, the Kuma@rasambhava in which she is depicted as 
Parvati who could not but obtain Siva with her hard penance, the Megha- 
dita wherein she is depicted as Yaksi in whose Separation a Yakga sends 
her message through cloud and the Raghuvarisa were husband-wife relation- 
ship is depicted in such union as can be visualized in words and meanings. 
It is she who peeps through her female characters like Sudaksina, Indumati 
and Sita. He hands her over all the three works which gratifies her. She 
now has the kind of husband she had been wanting to have. He isa poet, 
a scholar and expert in Prosody. His speech is refined. She invites him 
to bed to satisfy her. Kalidasa refuses it on the ground that what she has 
done to him is what a guru, a teacher, would do to a sisya, a pupil. Since 
he now looks upon her as guru, it will not be possible for him to take her 
as his wife. This introduces altogether a new situation for Vidyottama 


who strives to explain to Kalidasa that what she had gone to nee Mea 
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She has a right to his love. Why should the poet feel otherwise ? Kalidasa 
sticks to his view, refers to the honeymoon night and his expulsion which 
Vidyottama wants him to forget. All her explanations that she Was out to 
improve him and seductions and force to make love to her fail to move 
him. He runs away from her leaving her weeping and cursing herself for 
her scholarship which made her insult her husband. Her vow had ruined 
her. Though married, she is without a husband as if she were a widow. 
She thinks of a number of possibilities to bring him under her control, one 
of which is to put him under arrest which on second thought she does not 
find going well with love which, being a matter of the heart, cannot be 
forced on anybody. She tells the attendant that Kalidasa having become 
a poet is angry with her. By undertaking the vow she has set everything 
at naught. The attendant advises her not to give up but try to bring the 
husband round, She feels certain that like Sakuntalà she would meet with 
success ultimately. She should first try all means to trace him. Enquiry 
may first have to be made with the Gurukula. She should use all her 
ingenuity in retrieving the situation, the ingenuity by which she had 
vanquished all the Pandits. Mere crying won't do. Vidyottama then asks 


her to bring her parents to her who come to her and find out from her all 


that had transpired between her and Kālidāsa which prompts her father to 
remark that the wise follow the policy of doing to others what they do to 
them which exactly is what Kālidāsa has done. He disapproves of Vidyott- 
ama’s suggestion to go to the Gurukula with an army. Force won't work in 
the present circumstances, says he. A husband has to be won over by beg- 
ging of him, by being humble. His suggestion to her, therefore, is that she 
should go to the Gurukula alone and bring Kalidasa round. In accordance 
with this she goes to the Gurukula and meets Sivanatha who tells her 
that Kalidasa had come to her from Ujjayini and possibly had gone back 
to it. He advises her to go there, report the matter to its justice-loving ruler 
Vikramaditya and get her husband back through his good offices. As an 
encouragement to her he tells her that it is her insult that has turned 
him wise. Making up her mind to go to Ujjayini and to file a suit with 
_ Vikramaditya she returns to Kasi, takes leave of her parents and proceeds 
to Ujjayint (Canto XIV). Reaching Ujjayni she first prays at Mahakala 
temple for the success of her mission. She then goes to the Royal Office 
and files an application for her husband which the Minister-in-charge places 
before the King. Vidyottama is called to the Court. She introduces herself 
as the daughter of the ruler of Kasi. She declines the chair ordered for her 
by the King and wants justice like any other of his subjects. If the position 
is that the wife has to be with the husband, she has to be with Kalidasa 
who, even when having married her through sacred rites, refuses to 


accept her. Justice it is that a wedded wife should go to the man who 
_ wedded her. The Courtiers echo her Sentiments and request the King to 
provide her the opportunity to serve the poet so that she may not. have to 
court unhappinestoftseparation fom HAC” "ihe King now wants to hear 
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Kālidāsa according to whom what Vidyottama has said is all untrue. iE 
When he took her as his wife she refused to take him as her husband 
giving the go-by to the husband-wife relationship. Vidyottama then tells 
the King all that had happened with her : the plan of the defeated Pandits 
to arrange a disquisition in signs with a fool which Kalidasa was at that 
time declaring him to be a scholar observing silence, her defeat, her 
marriage with him, her joy at that and his (Kalidasa's) being a dud in 
reality. She had accepted him as husband and accepts him even now. 
Kālidāsa disputes this by saying that on the honeymoon night she had 
charged him with being a fool and not accepting him as her husband, had 
abandoned him. Vidyottama’s reply is that never had she said that he was 
not her husband. For Kalidasa the situation is different. He harps on the 
fact of his having not been accepted as husband on the first night. Had 
it been otherwise, the present situation would not have arisen. He refuses 
to accept one who has not accorded him the position of a husband. To 
him she is an opportunist, Hence his request that his application for 
divorce be accepted. He charges Vidyottama with placing obstacles every 
time in his life, not giving herself over to him, having never had any 
physical contact with him, expelling him from the house and chiding him. 
He also accuscs her of being conceited, coming to him only when he is well 
off, not having accepted him as husband when he was not so. Vidyottama 
on being questioned accepts everything, but adds that she accepts the poet 
Kālidāsa as her husband and not the dud one. She joins issue with 
Vikramaditya in pointing out that she was actuated by the desire to be 
good to her husband—from a fool he has turned a wise man now—which 
is the duty of a wife when he finds fault with her in not adhering to the 
tradition of Indian wifehood in serving even a fool and abandoning him. 
Kālidāsa does not dispute Vidyottamā’s statement and accepts 1t. s 
Vikramadiya finds the statements of both not untrue, he feels thatt e 
are man and wife and rejects Kalidasa’s application for divorce. RE 
position with Kalidasa is that on his own admission he has ta ve 
Vidyottama as his wife. Further, he did not remarry on hour diis 
for Vidyottama, she accepts him as her husband. Both are xr : ane 
King decides that both should engage in a poetic bout. If ae mà 
victory in it, it will be upto him to accept or not to accept (oy f the ^ 
If it were otherwise, he shall have to accept her. Th rae d 
King elicits all praise from his Courtiers. Next day Vi um EIE iie 
Kalidasa present themselves in the Court, the former plea ae (S us 
latter in most poignant terms to accept her and the latter asking Kalidasa 
to Kaéi trading all the oft-repeated charges. Ultimately it a SOWIE 
who bends and accepts Vidyottama. She then comes toge e to it to 
Kālidāsa to his house. The priest makes for its ceremonial entry Into IY © 
A : XVI). In their house Kalidasa 
the accompaniment of ladies songs (Canto ^^. 75 son, The. 
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downward all senior officials of the State as also prominent citizens bless 
the new-born (Canto XVII). The poet and his wife mention a number of 
possibilities on names for the child who is fondled affectionately by them 
and when grown up is asked by the mother to play with the father. The 
child asks the mother to tell a story which she does. The story is that of 
a crow on a post dropping a gram into a pit, approaching the village 
carpenter to make an axe tocut the post, the carpenter not agreeing to 
do so, the crow approaching the King to kill the carpenter, the King not 
obliging him, the crow approaching the Queen to show her anger to the 
King, she refusing to do so, the crow approaching a rat to nibble off the 
dress of the Queen, it not doing so, the crow approaching a cat to kill the 
rat, the cat not doing so, the crow approaching a dog to kill the cat, the 
dog going out to kill the cat and the things starting happening in the 
reverse order from that onwards till the carpenter lumbers the post and 
the crow is able to retrieve the gram and eat it. Vidyottamà awakens 
the child by referring to all that which is associated with the morning 
(Canto XVIII). A daughter is born to Vidyottamà after some time. She 
contracts fever. No treatment works with her and she succumbs to it 
leaving the grieving parents (Canto XIX). After some time another son 
is born to Vidyottama who tells him in the form of lullabys a number of 
stories. The poet asks him to learn Sanskrit (Canto XX). He teaches 
him nominal and verbal forms. He tells him the story of Valmiki : How 
he was first a dacoit and later turned intoa Rsi due to contact with 
Narada. He teaches him compounds. He asks him to try to learn 
composing poetry. The child recites his poem, his own composition. 
Vidyottama praises the poet for his poems and the fame that they have 
won him. She asks him to work on a new composition. Both Kālidāsa 
and Vidyattama lead a life of householders. Kalidasa writes the lyrics, 
the Rtusamhdra and the Meghadüta ; the two Mahàakàvyas, the Raghu- 
variisa and the Kumdrasambhava and the three dramas, the Malavikügni- 
mitra, the Vikramorvasiya and the Abhijiiana akuntala. With these seven 
works, he wins acclaim and with his family life as also charming feelings 
becomes a poet of Srigara Rasa, the sentiment of Love. With this ends 
the vo uminous Mahakavya on Vidyottama and Kalidasa. 


Critical Appreciation 

The latest of the works on the traditional Vidyottama-Kalidüsa 
narrative, it follows it to a point only, after which it takes an altogether 
independent line. The basic kernal of it maintains which is that a King 
had a daughter named Vidyottama who was very learned and had taken 
the vow that she would marry that man only who would defeat her in 
Sastrartha. A number of scholars tried their luck at it but failed. They 
then conspired to wreak vergeance on her by arranging her marriage 
with a fool. They set out to look for one and came across him in one 
ho was seen cutting the, very. /branchofitheNreedn Wte! hie Was" sitting. 
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They presented him asa great scholar observing si 
disquisition with the Prices ice EE TER as silence, arranged for his 
thus bringing Bout tHe TEN tae DCN ic E ey explained ingeniously, 
him: Tater neare iTA incess leading to her marriage with 
ord vfra from him, the Princess di i 
to be a fool and expelled hi Iscoveredulbim 
` 3 im from the Palace. The ne 
rative of Kālidāsa finding himself in the templ ext part ofthe nar- 
idol, the appea mple of Kall crying before the 
, the appearance of the Goddess before him in person, h iri 
of Kālidāsa as to why he was crying, his utteri | Vidon Eu ad 
denm ; z ng, ring the word Vidyā meanin 
ereby that Vidyottama had misbehaved with him and the G : 
taking it to mean that he wants vidyd, knowledge and h : m 
that, his acquiring the name Kālidāsa thereby, the post has ate a 
doned. He has retained only the last part of it; EET Cane, 
x s : ; i n 
back to the Princess, she enquiring of him, asti kaScid vagvisesah, is Hes 
any improvement in speech and Kalidasa composing three of his work 
beginning with each of the words as above. Even upto the meine 
poet has followed the old narrative, he has introduced a number a 
innovations. He makes Vidyottama the daughter of the ruler of Kasi 
whose name he gives as Sáradánanda. To her mother he assigns the name 
Sarada, Interestingly, he is in the habit of going in for connected names 
for husband and wife. This is noticeable in the names of Kalidàsa's father 
and mother too. She is Kali and he is Kalinatha, the lord of Kall, the 
same position as in the case of Sarada and Sáradünanda. The fool does 
not Genio the name Kalidasa due to his being the recipient of the grace 
of Kali. He is said to be already having it, the family tradition probably. 
having something to do with it with the mother’s name being Kali and 
that of the father ‘Kalinatha, as noticed above. Among the other in- 
novations are the introduction of the episodes of Bhairavanàtha and 
Sivanütha and the ill-treatment by the Princess of the defeated scholars 
which is presented as the raison d’ etre of teaching her a lesson by marry- 
ing her to a fool. The introduction of the Gurukula in the story is also 
original. It figures in quite a few places. Sivanatha is presented as the 
Acarya of the Gurukula. The fool is brought to the Gurukula by Bhairava- 
natha from the forest where he was discovered by him, to be presented to 
Sivanatha for tutoring. Kalidasa comes to the Gurukula after his expulsion 
by Vidyottama. The King of Kasi comes to it in search of him. Kalidasa 
comes toit after having been turned away for the second time by the 
Princess to practise poetry. The other notable innovations are Vidyottama's 
father approaching her to express concern at the possibility of her falling 
in the hands of an old man in terms ofher vow and her mother urging 
her to withdraw it precisely for the same consideration and Vidyottama's 
assurance to her motherto marry one among those defeated. The entire 
incident of Kālidāsa going to the Gurukula after expulsion, his talk with 
its Brahmacarins, introduced as his classfellows, though he is nowhere said 


to be receiving his education there, 
ween chi he Princess, his meetin 
bet chim,and, the Er Shastri Collection, New Delhi. Digitized by eGangotri 


with regard to what ‘had transpired — 
g Sivanütha, his advice to him to T 












Kalidasa in Modern Sanskrit Literatur. 
128 


i est, Külidasa's meeting a Sadhu and 
go elsewhere to escape pes n vittis; clfc ea o Fe 
spending deco Meas “a to the Gurukula in search of Kalidasa and his 
Er mhe Bis cere Kalidasa going to the Princess after three 
being put off by es him to answer her query asti kascid vagvisesah in 
years an deher = aah to do so, his coming to the Gurukula to practise 
geren bis not TEE ton of the author. So are the characters Suéila and 
eee ee carly the former, tell the Princess as friends as to 
BIET aein to have a husband and that she shouldn't have repudiated 
hers. By far the greatest innovation is the total abandoning ofthe inci- 
dent of the grace of Kali. Even the devotee in him could not persuade the 
author to believe that knowledge could descend ona person so suddenly 
that it could turn a blockhead intoa great poet. Hence his mention 
of Kalidasa's visiting different places to imbibe better awareness of the 
world, a necessary equipment of a successful Poet and his acquistion of 
knowledge by learning the Sastras and becoming a poet by Practising 
poetry. In his attempt to introduce an element of rationality in Kalidasa s 
acquistion of learning he has not been particularly successful in furnishing 
an explanation for the name Kālidāsa which the traditional narrative does 
far more rationally. Tn the poem Kālidāsa is shown already possessing it, 
There is no justification in the appearance of the word Kāli in it except 
for that it was continuation of the nomenclature of parents who too had 
it just as a matter of chance. The traditional narrative, the whole of it, 
flows out of this part of the name. The poem has nothing of the kind. 

To make a poet out of Kalidasa, the author has invented the story 
of Kalidasa coming to the Princess three years after his expulsion, her 
asking him to answer hes question asti kascid vagvisesah 
Practising poetry and coming back to her with his three 
beginning with each word of the above and his handing o 
toher. The traditional narrative with all the innovations 
closes here. What follows is the author's Own imagination and 
innovation. The author had almost come to the end of the Kavya at one 
point. He thought later—on his own admission he composed his work in 
two instalments, the second instalment in 2041 V.S. following the first in 
2035 V.S. after a gap of six years—to extend it to carry it forward by 
inventing many new situations and incidents mainly to show his skill in 
writing Sanskrit songs in which he simply excels. 
such modern ideas as divorce appear. 

Since it is a Mahakavya, it is natural for it to have some events 
incidental to the main narrative. These are the announcement of the 
marriage of Vidyottamà on the very night of her defeat, the festivities 
going with it, the marriage procession of Kalidasa, the details about the 
wedding, the ladies” songs and the like. The author seems a trifle too much 
wedded to the marriage tradition of his area to have introduced everything 
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Though the author has tried to be consistent in his approach all 
through, there are inconsistencies in his work here and there. When an | 
attendant comes to Vidyottama with the message of the King that she may 
start necessary preparations for the Sastrartha scheduled for eight days 
thence and that there could be questions on Philosophy, she tells her 
mother that Sivanütha or one of his pupils would be coming to have 
Sastrartha with her. The only possible explanation could be that she could 
have inferred this from the fact of the possibility of the questions on Philos- i 
ophy. Sivanátha was known as an authority in that discipline, She could 
have thought that it could be he or one of his pupils trained by him in d 
that discipline who could alone have the competence to challenge her in 
that. The only difficulty in this interpretation on Vidyottama’s words is 
that nowhere does she give the impression that what she was saying was 
her guess. She seems to be sure that it is Sivanatha. That is the import 
of her statement to her mother that an old man is coming to marry her, 
young lady of 18. It seems the coming event was very much present in 
the mind of the author when he put the above words in the mouth of 


Vidyottama. . x E : 
The other inconsistency is when Vidyottama engages Kalidasa in 
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poet seems to have ignored. He also does not seem to have succeeded 
well in presenting Kālidāsa as a fool. Except for the two traditional 
incidents of cutting the branch of the tree on which he was perching and 
his mispronouncing the word wstra as utra as also the talk of his with 
Bhairavanatha where he indulges in pranks like jumping down the tree and 
his unidiomatic expressions like kena vivahit mama karisyasi, with whom 
would you marry me, prompting Bhairavandtha to remark that he is a 
fool of the first water, mürkharájas tvam, in using the masculine kena for 
the feminine kay4, there is not much evidence of foolishness in Kālidāsa. 
Further, as has been pointed out earlier, there is talk after the marriage in 
the honeymoon night between him and Vidyottamà which goes on to a 
considerable length. There is no use by him therein of any grammatically 
incorrect word. Even forthe word utra Kālidāsa begs apology of the 
Princess for the slip of tongue. Even when the Princess rejects him and 
orders him out, he pleads with her to accept him in the name of his being 
her husband.° Even while going out he asks her to keep him in mind which 
certainly is no nonsense. His behaviour, except of course a few patches 
here and there, does not go well with his image of a fool which the author 
seems to project by mentioning him as such. He even denies that heis a 
fool: mirkho’smi nüham* and advises the Princess to have due regard for 
him : kànto'smi te'hai kuru tasya manam. It seems the poet is torn between 
the conflicting considerations, after his abandoning the incident of the 
grace of Kali for the intelligence to dawn on Kalidasa, of presenting him 
a perfect fool with no intelligence and presenting him with a modicum of 
that, with a spark lying buried under ashes of ignorance which could fly 
out when stoked by better contact with the people of different persuasions 
and constant application to literary pursuits, It is this which is responsible 
for the apparent contradiction in the poet’s depiction of the character of 
Kalidasa. 
A poet has to be careful a i : s 

be EA The present Pi He ses which should in Do eee 
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Sivanatha’s remarks about the Princess having an affair with a Palace 
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court, in her very presence and that of her father v; 
r vio 
decency. iolate all norms of 


Equally indecent and inelegant is the 


: ` seduction ālidā 
marriage by Vidyottamā in most lurid ex of Kalidasa after 


Pression, his naivette in not 


i. VI. 30, p. 43. 2 9 
= +) D) 31, D. 43. 
3. w«THT Tate WW arf edt 4-5. IX. 52, p. 75. 


SIT faatet fe maT STETSTT | 
FARA aafaa 
Tear: Gets Tunt sfer 11 
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responding to her overtures notwithstanding. A a 
rg r 2 . certa . 
artful initiative in having the innocent young man ow cate S an 
the warmth of love could have far more appeal to aesthetic ius o goera 
straight invitation : e than the 


qurfeaqt Tata 3 a gt? 
at staa nr ToT n 
wat fg aa: fadia sir: 
Set TAT ERR | 
USAT AAT AT At eum 
dreaT xd d m: feram ui 


The poet paints the Princess with urge for sex and Kalidasa with- 
out it : 


wr xt RAAT 
qei ufa Tecate ER D 
wrewWeTWnler J qur nt 
sre wo Todt Te EDT: Ue 


If this lack of urge was to be attributed to his foolishness even the 
biggest of the fools do have this natural instinct when even the most 
overt attempts to turn them on don'tsucceed, how come that the same 
fool talks of making love when the Princess on discovering that he is so 
refuses to accept him her husband : 


ed grat at safa m 
amg at qx À a ara Ue 


features of the Kavya is, as mentioned 
by the poet’s wife in her introduction of him towards the end, its new 


metre which is his own invention, syüviskrta, brushing aside older ones, - 
puratanam tam chandomargam tyaktva which obviously is an overstatement, 
nkling of the older metres like Anustubh 


the poem having a good spri 

in Gants 1, anes 1, canto III, verses 1-32, Canto IV, verse 1, Canto M 
verses 11-12, the whole of Canto VIII except verses, 30 and 35, Cnato IX, 
verse 68, Canto XII, verses 5.40, 42-46; Indravajrà in Canto Il, verses 34, 
38, 44, 46, 47, 49, Canto IX, verses 1-15 and 17-76; Upendravajra m Canto. 
II, verse 48; Upajati in Canto II, verses 33, 36, 37, 41-43, 45, oa IX, 
verse 16; Varngastha in Canto VII, verse 1; Drutavilambita in Canto X, 


One of the most prominent 


Aion MERERI 
1. IX. 18-19, p. 70. 2. 1X. 21, p. 71. 


3. IX. 47, p. 75. 
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verses 2, 32-34; Harini in Canto II, verses 31-32, 39, 40; Sardülavikridita 
in Canto I, verses 8-16. By and large, however, the poet has used the new 
metre and handled it successfully and with telling effect. His poem which 
has rightly been termed by his wife as lyric, has achieved thereby fluency 
which has few parallels in contemporary Sanskrit literature. 

The other prominent feature of the poem is its conversational style, 
except for supplement-looking addition after Canto XVI making the Work 
unique in every respect. Some of the Cantos the poet composes with final 
alliteration, the Antyanuprsása, which again is the special feature of the 
work. Soalsois the Rhyme. The classic example of both these is the 
Sixteenth Canto where they have been employed in the context of the 
poetic bout between Kalidasa and Vidyottamà with a very happy effect 
A stanza or two from the same would be worth reproduction by way of 
specimen : 


fra a—-a RaurbTxg alae sat cawfu aaa: | 
XT THI TATA AT end Ter: 
mi TEM, TE TA, WW T ala ae are ay UH feri qm yt 
afta: — om: a Wf Rp afer TTG araea: area: à 
WE segar a T fearfè ar cd fratage | 
XTSTSIT A AGAT STAT: Afren 
TS Heal a faex WD u* 


Rhyme is employed by the poet quite success 
V in the context of the conversation between the K 
the Queen and the Princess respectively. In the 
of the verse uttered by the King is 


act Shaan fafeat cra wey ? 
that by the Princess is 
fae fara at fader 
that by the Queen is 
a NAAT ASAT 
that by the Princess is 
Hise fatal SEG: pq 
In the songs from Canto XVII onwards Antyanuprasa and Rhyme 


are almost the regular features. The Songs are very happily worded and 


have a flow which is unique in many respects. A 
same are reproduced below by way of specimen : few stanzas from the 


fully in Cantos III and 
Ing and the Princess and 
conversation the last line 


S 
1. XVI. 10, p. 138 É 
EHE We © XV. : 
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(1) sufirurergst | arg A raaa eT ed d 
wate faster! faar, qus md s op ? 
wit far! red cauta aanne fef | 
ga: mg: fatai 2? 

(2) ata: maa aaf mai q Fr erat nfi 
aei sre: Halt aay “a cd Ae g Go 
CC IEIETE CAES frat RES faa: 

AA fraternity at ae Mery WERE: E | 

(3) Sarai wr at Wege quf eu 
ACTA THSAT WIRT SISTA Galt ww | 
aa Tal AAT sale d wepup afe mf" ? 
gene tae ! wat yay 


The Antyünuprása, it may be mentioned in passing, appears rather 
laboured at places. In his anxiety to create it the poet sometimes intro- 
duces words which are rather uncommon. The refrain in one of the songs 
is priye visamat katham calasi. Since it ends in lasi the poet strives to 
end the previous line also in the song to end init going for this sake 
rather uncommon and, more often than not, contrived forms : Idvanyam 
alasi, Kasijigamisari khalasi, bhavinim (bhavanam ?) alasi, Ujjayinyam 
eva palasi, mamakinadampatye valasi.* This labouredness is noticeable 
in the author's use of a particle to create an Antyanuprasa when it is not 
possible otherwise as can be seen in the following song : 


(1) gat aa Eh mr wh we err wife fe 
afi aren fir s fag 

(2) feret ater wrfecrera fit | eeu state 
aufi eror fiar | «c afefe 

(3) wmm wafer wafert atarheat erf At ug fe 
ante area frat | ow owfefü 

(4) qur fuper Hae: RIAA TEM Temm gs f 
arf area fra | 7 effe 

(5) ms raft + caffe 
fei ser far «c afefe 


i i ding 
Not every. verb being possible of en | NN 
Je hi after such of them as donothaveit ~ 








Here the refrain ends in rudihi.. 
in hi the author puts the partic 


— hl, 205. 
1 XVII, 44, p- us Z a p.165. 
3. XXI. 5.1, p. 210. 3 
5. XIX.9.1-5. 
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to conform to the Jast word of the refrain creating thereby an impression 
of a forced Antyanuprasa. 
Occasionally the final a interferes with the Rhyme, e g., 


(1) aa ara We fe ed at areata à amare ? 
fra cd red rae dU 

(2) war aafaa cd a end agafa WT 
fra! ed Tee: ata 


This probably has something to do with pronunciation. It is not uncommon 
to see the final a not pronounced. With this the Rhyme would be fine. 
Occasionally it is visarga which interferes with the Rhyme, e.g., 


aaran état fagi yor areca: | 
fated BATA BT CATATARATT ger |? 

It could be n and z in an odd case : 
age fe mangeai sat! aaa genfa ! 
HUAN AEA ATL Wf, fad mr ?4 


Since it is the ncw metre invented by the poet, he is not bound by the 
old convention of Sandhi between the last vowel of the First Pada and the 
first vowel of the Second one as can be seen in some of the examples as 
given above. 

There are dialogues generally in full stanzas or hemistichs or evena 
line, Occasionally even the line is split to form short question and answer 
sentences : 


fate fa farua ? 
altar: fefe 
faster fa atofa ? 
afaa: ater n! 
fan cafe mua 
WIRT: a eer d 
faaan maafa ? 

PA: PA FAT d 
faan qa areafa ? 
aia: TFT d 

faaan sita 

wafaaa: aaea 


1. XVI. 9, p. 138. 2. XVI. 19, p. 140 
3. XVI. 49, p. 145, 4. XVI, 53, p. 146. 
5. XII. 47-49, p. 102-3, NIU TR MEE 
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The poet has studded his work with traditional weddi 
| | ing songs, as 
stated while dealing with the theme, of ladies, one stan i 
would do to give an idea : i B 


HAT Weaver: 
HAATTA: GA: FAH ? 
HAT WETSfSeaTER:, 
qama: sanfran 7 


There was a practice widely prevalent in India till recently which is 
the case even now in the countryside and smaller towns of presenting 
utensils to the members of the marriage party. The poet refers to it in the 
context of Vidyottamā wedding : 

tar WT fe WT 


ecssseseqeeusasseceececeosoneeveotvon 


ENARRARE: ENAT Aa HECHT: | 
famea CHTedI AKA: TACT: di 
anr TAROT: WAT BATT: | 
Gasquet ASM: FEAT TERA: 11? 


Occasionally the poet’s expressions are influenced by those in Hindi ; 


]. xd AIST ATT: HUTT enge uui 
Hindi ; ag AMAT ATR HAT ATX Web mil ELEAN 
sra: afeemeqer:t 
Hindi : gaat wax Tet 
3. gem diront fated serata 

Hindi: Say Wa Stet aT MT quu ST XU 
4. at war aeart uf 

Hindi; ag Wa TENT Beat g 
s. wer aiti a xum 

Hindi: xw aed él dl 
6. aa: Isa SET 

Hindi: aa FS FIPS TATE VE TAT 


t2 





MO BL 
MEE. 26-27, p. 58. 
1. VIII. 30, p. 59. z va 2 26 
3. bus R: tes 6. XI. 37. p, 93- 
5. X.1,p. !^ 162: 8. XII. 46, p. 102. 
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8. gerai mu e un i 
Hindi: sfa, ga gewedt FX Xd ET 
9. aa qe menaf frae 
Hindi : qx gat fet & oft eter Tet att | 
10. mna umm WW agfa is 
Hindi : magar, Sur Ww ATT WT 
11. ud nanata à ge semp 
geerfir after pret f 
Hindi: WX qg Ñ Wt sex 
12. d' "mr Fe WS 
Hindi : iW Aa ST UT AAT wl 
13. wei maofa" 
Hindi : aa AAA AT WS 
14. qaraat SAAR 
Hindi : ecarfeat at easter WT 
15. frenis wadt umi | 
da Tat gui Jara 
Hindi : ag aa ara Vemm @ frat eet ar ae att WT aT i 
qit aat Be faat j 
16. cd erai mga: 
Hindi: ga ws m YH Fm do TT d 
17. ufui ei fast wr at Ser g campo 
Hindi; "wg Ge Atal «T (eae BUT UT) 
18. smi daa m een Spr: 
Hindi : er frend ag UT dw Gaa der 
19 “fread PITT Case 
Hindi : "sre sme" 
20. wet: nanga aR 
Hindi : aqv aat 


. XIII. 34, p. 109. 
. XIV. 2. p. 113. 
« XVI. 11, p. 115. . XV. 9, p. 128. 

. XV. 41, p. 132. . XV. 68, p. 136. 
| XVI. 12, 139. 10. XVI. 29, p. 142. 
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21. fir at ure 
Hindi : atet wa Tx 


& evar afea: afa up aer 7 wafers 
Hindi : fort aree Tet Slat 
23. wat ata afa Faq 
Hindi : Ga «TW Wer FAS dh gus 
24. AEN WW mars AARTI" 
Hindi : feret sax Ñ TST gear SHE TAHT IE VIDE 
25. Aarati Lara: 
Hindi : fart TOT E EA (ma Bl) W ds 
This is colloquial Hindi. Normal expression : 


qm qm Ë 


t3 
t2 


Writing in the present century it was not unusual for the poet to be 
influenced by modern concepts and go infor new words for the same. 
Thus the poet uses the word patnitydgapatra* for application for wife’s 
divorce, patnitydgapatraraksaka" for person in charge of application (for 
wife's) divorce, pariváraniyojana ( parivüran tu niyojaya) for family plan- 
ning, sahavüsanirodha? for practice of continence. Even when the concepts 


are old, he permits himself new words which carry on them the unmistak- 


able impact of vernaculars, e.g melasya ràtrih;^ melanisayam," melaraka- 


yam, for the first night, the honeymoon night (vide Hindi milan ki rat), 


mela for (Hindi milan), yaunasambandha'* for sexual relationship, Sisu- 


sāhitya™ for children's literature, mrtaghatta' for cremation ground (Cp. 
Hindi murdghat whose Sanskritization it is). The word kavisammelana™ for 
poetic symposium is also modern. The old Sanskrit word for it is kavigosthi. 
Equally modern is the word qausadhalaya” for a dispensary or a clinic. 
Occasionally words which have a different meaning in Sanskrit are used in 
their vernacular meanings. Sambhranta in Sanskrit should mean in a flurry. 
In Bengali as also in Hindi it means ‘of high 
it is used in the present work : sambhrantamah 
means a cave. The author uses it in the sense of a carpe 
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family’. It is in this sense that - 
ilagitaik.* Dart in Sanskrit — 
t? (There is a word i 


XX. 12, p. 193. 
i. XVIII. 3.5, p. 174. 2. XX. 12, p.13 
3. XX.2.5, P. 194. 4, XX $5 p: 198- 
5. XXI. 2.2, p. 208. & XV.45,p. 138 
7. XV. 46, p. 133: 3. XIX. 2.6, p, 184. 
9. Ibid. 10. 1X.4, p. 67. 
M. XV. 36, p. 131. n n 43, p. E k 
Hx s 1. Xm. 51, p. 112; XX. TP 


15. XIX. 3.5, p. 185 18 
17. XIX. 82, p. 191. : 
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dari for it in Hindi. The author Sanskritizes it and uses the Sanskrit word 
dari for the same changing its sense altogether). The word udgala he uses in 
its Hindi sense of ugaland, vomitting.* 

Such expressions as sva@gatam karoti, welcomes, are not genuine 
Sanskrit. It is svagatam vyüharati. Susvügata, also used by the author, 
susvágatar: kurvan,? which is fast catching up in modern Sanskrit is a 
further departure from the established practice. 

Sometimes a word which cannot be termed as altogether a new 
coinage is used by the author. It is a Sanskrit word in its own right but 
suffers from the Aprasiddhatvadosa. Such, for instance, is the word 
janapa for King. The author probably thought if it could be nrpa or 
nrpāla why can't it bejanapa But he did not pay heed to the fact of its 
currency in Sanskrit. Similar is his use of the word Sailesdnasuta* for 
Parvati in which iszja is employed by him in the sense of ia, lord, only 
unmindful of the fact that it has developed a convention in the sense of 
Siva, The expression Sailesa would have been appropriate here. 

Inan odd case the author uses the Hindi word in Sanskrit, e.g., 
natakhatalé for naughty. 

While talking of the usage it may not be out of point to mention that 
it restricts the use of certain roots with certain prepositions only. Thus /ok 
in the sense ‘to see’ has to be with Zñ, loc in the sense ‘to think of’, ‘to 
discuss’ has to be with ai again, vi in the sense ‘to sit’ has to be with upa, 
di (n in the sense ‘to fly’ has to be with wd, the denominative form of karna 
in the sense ‘to listen’ has to be with az. That is the usage, the all-powerful 
one. The author does not seem to observe it ascan be seen from the 
following : 


qer ana ad mat 

ah d Ge Vei fast fra! aaa ara? 

RE qenump 

fafa x« vacat face: afai Haq warp fanfa? 
qera DET Sart gA HET fagga: 
Ward: mpeg wer aiaa: 

ar at wr: miga Tee! 


The beginning of the sentences with cet is a common enough occurr- 
ence in modern Sanskrit though against the Sanskrit usage. Our author 
is no exception to it. He resorts to it in 


1. XVII. 5.1, p. 163. 2. XI. 44, p. 94. 

3. XIV. 94, p. 125. 4. 1.9, p.2. 

5. XVIII. 6.5, p. 178. 6. VI.20, p. 41, 

7. XVI. 78, p. 150. 8. XVI. 57, p. 136. 
9, XIX. 5.1, p. 187. 10. XVII. 3.5, p. 161. 
11. XV. 34, p. 131. 12. XVI.2, 


. 137. 
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yard a wafer 


It is again the force of usage which does : 

: : not permit ver 

certain roots that are possible grammatically in place of Miet d l 
nominal ones. Thus unnayati be better avoided in favour of unnatin k » 
as has not been done by the author in lines : arot 


afeada sitat wafa 
asfar aat eru ASAT 2 


In the same strain ānandāmi? for anandam anubhavümi is rare. The genuine 
coin is either just nandami or dnandam anubhavami as said above. 

Usage restricts certain prepositions to certain roots in certain senses. 
They cannot be used indiscriminately, with any root any time, To 
illustrate the point, if one has to convey the idea of ‘to forsake, to 
abandon’, one can use the prepositions sam and pari with tyaj but not anu 
and vi. There is no convention for them in this regard. Proper care 
needs, therefore, to be exercised in their use which some of the modern 
writers including the present one have not. Our author permits himself 
their promiscuous use. 

Sometimes the preposition is unnecessary and, if used, may create 
confusion. In pasya priya te tatra gatva kidrso mano yibhavati* vi, with 
bhavati is unnecessary. Similarly in kathai tari virodisi bale,> rodigi would 
do. Pra in manye hi mattali praparajita ye,“ patnyah patih prapitjyo 
bhavati? is unnecessary padding. So is it in prakaksam yata® and lambava- 
krapra$undam.? In the same strain is sam in...probliütasarjyotsnaya;" 
Occasionally the preposition would make the word look very unfamiliar 
and obscure in sense. One such word used by the author is pratibhava in... 
jitatya te pratibhavan nirmütum!: which seems to 
‘capacity’. 

Just as with the prepositions, 
could be an unnecessary padding. T 
patir prüpsyasi kila mamasih,* the word 
while blessing her. a : 

Ka in some words is their integral part, though an addition, which 
gain in their identity with it. Sometimes the meaning may change if it is 
avoided. A prominent example of this could be mülaka for radish. Avoid 
the ka and the word will mean a root. This may not be the case with 


so it is with particles sometimes. They 
his is the case with Kia in prajitam 
s uttered by Vidyottama’s father 


2. XIV. 32; p. 117. 


1, XV. 21, p. 129. S. XVIII. 4.5, p. 175. 
3. VIL 59, p. 55. 6. IX. 58, p. 76. 

eb XIX. 7.3, p. 190. 8, XVII. 9.6, p. 167. 
. XIV. 56, p. 120. 10. I. 11, Pp. 3 

E I. 15, p. 3. p. XI. 40, p.93. 


XVI. 40, p. 143. To 
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other words but they are more frequent with ka than without it. The 

author, however, prefers them in their form of without ka as can be 

seen in his use of three of them : ghotaka, misaka and canaka without ka. 
While two of these are met with in literature, the third one is not. 


1. fafa gar, atfagararan 
2. wm cami «reste 
3. Fa Wem um: 


Conversely the addition of ka may make a word look incongruous 
sometimes. Kavigosthisu would look more natural than the author's 
kavigosthikasu.* 

Tvat and mat, the Ablative singular of yusmad and asmad, meaning 
‘from you’ and ‘from me’ respectively are perfectly correct grammatically 
but do carry about them a certain ring of unfamiliarity. The author 
resorts to them a couple of times in his work : 


1. agafat seat Tarts 


2. aori a g fray’ 
3. à qafa gat mq 


The addition of fasil to the Ablative-ending pronouns is optional. Though 
it may not be necessary to use it strictly grammatically, its use would add 
to the familarity of the words. If instead of saying tvad vidyam adhitum 
valichümi, if one were to say tvattah vidyam adhitun: vdiichami, it would 
have more sv@rasya. Aprasiddhatva or unfamiliarity may better be avoided 
if it can conveniently be done so. 

The aprasiddhatva is noticeable in the work in vocabulary too, though 
in extremely limited cases. The words like Jambo, and lumi? are very 
unfamiliar not listed even in the lexica. From the context Jambo seems to 
mean lemon. The meaning of limi could be an animal with a tail. 
Satárga' is another unfamiliar word which means a chariot and is to be 
met with only in the lexica. So is jtvis-tvesayati, tvesa™ in the Sense, as it 
appears from the context, ‘to play’. The Paniniya Dhatupatha lists it in the 
sense to gleam, to glitter’, tvisa diptau. Monier Williams traces its use 
only in the Veda and notices among its meanings, apart from those noticed 





1. XVII. 10.2, p. 168. 2. XVII. 6.4, p. 178. 
3. XVIII. 8.1, p. 168. 
Interestingly, the Hindi derivatives of such words like mili, mūsā 
all from their ka-less forms. : E 
4. XIV. 2, p. 113. 
6. IX. 11, p. 69. 


cand, etc, are 


3. II. 28, p. 13, 
7. XV. 29, p. 131. 


16 vM D p. 163. 9. XVIII. 4.11, p. 176. 
2 F 'Cc-o. Prof. Satya Vrat Shastri Colleciid Nee YEH S Au pedlBeGangoni 


Vidyottamakalidastyant Hi 


above, 'to cause excitement" which can also fit in the context Th 
unfamiliarity characterizes the use of cit in separation from Karham x ae 
in: 


aaa fared: eru Prenat aay 


2 The work has here and there some words which are clearly super- 
uous. Thus in sarvürcamukhyadesam samahitakaradam? da is u E 
Samahitakaram would just do. poecesiary: 

The author is very liberal in the use of particles and pronoun 
just puts them here and there without any rbyme or reason. Sois Ee He 
with vai which only can serve metrical padding. caso 

Though the language of the author is fairly correct, one does c 
across in his work words and expressions which are hard to defend x 
muda paryatatit? sa dhiman, parya(atit is very peculiar. If the root he i 
at, the form should have been paryafit, if itis atit should have e 
paryatit. It looks both the roots got jumbled up in the mind of the rae 
and caused confusion. The expression akhadati sma‘ should have Bu 
been khüdati sma or akhādas. Periphrastic Future, Zut, is permissible onl 
for an event which does not belong to the same day, vide Pin anata 
lut (3.3.15). This is not observed by the author in the use : adya Sastrartho 
bhavita® The conditional Lyi formation is always in Atmanepada 
Hence abhindisyat should have been abhindisyata.® The form prasidita? 
should have been prasannd, Even in casual it could only be prasadita. In 
tacchandanam racananiyaman® chandas being sending chandéndm should 
have been chandasém. In tanmantrit brihi mati mitra? mantrim should 
have been mantrinam. Man being anit, manisye uscd in fada manisye tvam™ 
should have been miaiisye. Twice the author uses the word manvafe in 
singular : (1) patnyah sukhatit ksanikath manvate yali (2) nari...patin 
svaparamesvaram eva manvate.? This is not possible. The only forms 
possible are manute or manyate. In dharmam dhartà'? the use of Accusative 
is irregular. By kartrkarmanoh krti (2.3.65) Panini enjoins Genitive with 
Krdanta forms. 

In a few places the author uses casual forms even without the casual 
sense. Such forms are: anvesayitum™ for anvestum, harsitavan® for 
hrstavan, vitarital’® for vitirnal (modakah). In an isolated case Sandhi is 
avoided in the same line : vidusi ujjayininyayalayam etya." 


oe ie E 
1. I. 14, p. 3. 2. Ibid. 
3. I. 29, p. 6. 4. II. 43, p. 16. 
5. IV. 7, p. 27. 6. IV. 17, p. 28. 
7. V. 17, p. 35. 8. X.19, p. 82. 
9. XII. 37, p. 101. 10. XVI. 37, p. 143. 
11. XI. 20, p. 90. J2. XI.30, p. 92. 
13. XI. 12, p. 89. 14. VI. 18, p. 41. 
15. IX. 69, p. 78. 16. XVII. 10, p. 168, 


17. XIX. 1.2, p. 83. 
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Among the more glaring of the grammatical anomalies is the poet's 
compounding of nañ with a verbal form as in prágena yady amilati patir 
yuvà! and yalı parinitam asvikurute? and the use of kadamim in dugdhari 
kadatim salilar? kadācit3 and drstvā prasuptàm jananim kadanim* which 
does not exist in Sanskrit, danim being limited by Pan to idam only, vide 
his sētra : dani ca (5.318). Jñapa being mit is subject to the rule mitan 
hrasvah (6.4.92). The expressions jidpaya,® vijiizpaya, jiiépayatu’ and 
vyajiapayat® are all unpāņinian but not if from Jià with puk in the causal. 
So is prajvalaya.° The optional mittva is restricted in this case and in the 
case of certain other roots to their being not preceded by a preposition 
though justification for this is offered by Bhattojidiksita : katharh tarhi 
prajvalayati, unnamayatiti, ghaiiantat tat karotiti nau. 

In an odd case is noticeable a lack of symmetry as in 


wadt og TET: e 
dag, seià TAT Do 
At a couple of places Parasmaipada is used in place of Atmanepada 
and vice versa. The root ayis Atmanepadin. It is used by the author 
in Parasmaipada : ayeh,! aya," ayami.? Similarly the root dah which is 


Parasmaipadin is used in Atmanepada : (svantam) dagdhdse." 
There is confusion in gender too. Prasdda and svapna which are 


masculine are used in neuter : 
p. werd füagifer wale NTGTÉ ATT TS DU 
2. ge eur alga caen 
Conversely antara which is neuter is used in masculine : 
fangen Ha: Serra faer ta?” 
Some of the compound forms suffer from the vyadhikaranadosa ; 


1. wept faai TXDTTA S 
2. meat: qfummeret saa? 


3. Mge AAMT 


Longe NA 
1. V.25, p. 36. 2. XV.39, p. 132, 
3. 1I. 35, p. 14. 4. IL. 38, p. 15. 

5. X. 8, p. 82. 6. VII. 40, p. 52, 

7. VII. 41, Ibid. 8. XI.3, p. 87. 

9. XX. 5.6, p. 197. 10. VII.30, p. 50, 
11. IX.7, p. 68. 12, IX. 12, p. 69. 

13. X. 28, p. 84. 14. XIX. 2.3, p. 184. 
15. XIII. 23, p. 108. 16. XVII. 8.2, p. 166. 
17. XV. 65, p. 136. 18. 1.9, p.2. 

19. VII. 39, p. 52. 20. XVIII. 2.4, p. 173. 
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4. anfa ofa: qur pada: 
5. um ihat tinilian EEE EIEE NEIE G 


In putra saniskrtam patha nijabhāsãm,? sariskrta as an epithet to bhasa 
has been used in the feminine.‘ If what is meant hereis the name of the 
language, it should have been used in the neuter only. That is its gender 
as should be clear from Dandin : sariskrtam nama daivi yak5 where though 
it goes with feminine väk, it maintains its neuter gender. 

The author sometimes does not pay due regard to economy of words, 
He uses more than one word in the same sense, the synonyms, in quick 
succession making out a distinction in their sense as it were, as can be seen 
from the following : 


wad Te aRar a mue 

frg rere eere PISTES? 

aiei Fa VAM aA ATTAT 
mi aha SRTSTAT ss aia TI 
avaga egag AA athe anaging" 


Uk Wb — 


He also seems to make a distinction between the apparent synonymous 
words jia, vijita aud sujita.!! 

The above-noted grammatical and other anomolies, however, do not 
take away much from the merit of the work which has at places brilliant 
flashes in the use of typical grammatical forms showing the author's sound 
knowledge of the science of Grammar. The use of such expressions as kim 
vuktam'? which is possible of formation by Pan maya uñio và (7.1.51) and 
kyirasyati'? which is possible of formation by Pan. aSvaksiravrsalavananam 
Gtmapritan kyaci (7.1.51) as also the Vartika ksiralavanayor ldlasdyam as 


RERO SS ee 

1, XIX. 2.1, p. 184. 2. XXI. 1.2. p. 207. 

3. XXI. 1.5, p. 207. 

4. Like the present author the editor of the Sanskrit magazine Sarvagandhd of 
Lucknow has started using the word Samskrta for Sanskrit language offering 
all sorts of justification for it oblivious of the fact that it militates against 
usage. Nowhere has the word been used in the feminine in the sense of langu- 
age in older literature. The use of it ina Ramayaua line Jadi vacam pradasyami 
dyijatir iva samskrtàm may not necessarily refer to the language of that name. 
Tt could just mean a refined language. The tendency of using Samskrta for 
Sanskrit is very recent and is restricted happily to only a few individuals. One 


should in no. case take liberties with the genius of a language in the name of T 


being original or unconventional. 


. Kavyddrsa, I. 33. 6. 1.32, p. 7. 

A VIII. 21, p. 58. 8. XX. 6.1, p. 198. 

9, VII. 10, p. 47. 10. XII. 19, p. 100, et 
* XIII. 5, p. 105. 12 XI. 51, p. 95; XUL 44, pa 111. 


1. 
13. TI. 46, p. 16. 
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well as the Frequentative forms like pepiyate, jangamyate* would corrobo- 


rate the above. 


Conclusion 
A careful study of the work reveals that the author is influenced by 


the culture of Western U.P. which is known for its rich variety of food to 
Jeave no opportunity of referring to it. First it is the birth of Vidyottama. 
Then it is her marriage. Next it is her pregnancy. Every time the names 
of different kinds of sweets and other dishes have been mentioned. He 
strives to go in for Sanskrit names like Kalükanda, Mohanabhoga, 
Sarhyava (which could mean a kind of pudding) or restores them to their 
Sanskrit form from where they might have come like Pinda for sweet balls 
(Pinni in Hindi), Modaka (Hindi Laddoo), Sütrakas (Pheniyan in Hindi), 
Amrti (Hindi Imriti), Pakvavata (Hindi Pakaura), Dadhivata (Hindi Dahi 
vada), Madhumantha (Hindi Mithà Matha), Mallapüpa (Hindi Malpua), 
Rasagola (Hindi Rasgulla), Dvidala (Hindi Dal) Polika for Phulka (Roti) 
and so on or new coinages for them such as Saskult for Jalebi, Kausmanda 
for Petha, Düdheya for Raita or, with some phonetic changes here and 
there gives them the Sanskrit look such as Parpata for Hindi Papad, Pürikà 
for Hindi Pari or just adopts the common Hindi words such as Rofi for 
Chapüti, or Alu for Potato. Sometimes for no readily available word he 
has to give a description of the thing to indicate it like Masagarbha Pūrikā 
to indicate Kachauri. So carried away is the author by the sweets that he 
derives his metaphors sometimes from them. Vidyottama refers to her 
darling Kalidüsa as her Kalakanda ! 

In his wanderings through the country to gain worldly knowledge 
Kālidāsa follows the route which is the same as is described in the Megha- 
düta. Asa matter of fact, the poet seems to have clearly been inspired by 
the immortal work to invent the incident in his work just to introduce it. 
He mentions precisely the same places, rivers and mountains as find 
mention in that work. In our poet's mind there is a link in this. If 
Kālidāsa were to undertake a tour, he would undertake it in the manner he 
has indicated for some one else in one of his works. 

Though living in the modern age the poet has a fairly strong hold of 
tradition on him. This finds expression in his view of the position of 
married women. Her place is, according to him, in the feet of her 


husband : 


fanaa: cater aere Weak: 13 


———— 
1. II. 46, p. 16. 2. IT. 47, p. 16. 
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For her husband is her lord : 


]. eur Tha qum siet 
2. spp writ am sia 
qh ama Aa HERE. 


It is being really traditional to speak of the women the way the 
has donce in these days of Women’s Lib. 

S its 1317 stanzas, excluding the colophons, the Mahakavya 
VidyottamakGlidasiyam has a lot of originality in it, alot of good descrip- 
tions and a lot of good lyrics to interest a discerning reader. As a matter 
of fact, the whole of its latter part from Canto xv onwards describing the 
poetic bout between Vidyottama and Kalidasa with stanzas flying from 
each other, Vidyottama’s pregnancy, the birth of a son, the festivities for 
that, the lullabys for the child, the stories for him, the birth of BEL 
her death, the birth of another son, the festivities for it, the stories ors e 
second son, his initiation into the Sanskrit language and its bs as à fg 
into poetry-the entire labyrinth the poet has created to show off his ta m 
as a lyricist. The theme is a mere tool for him to create songs E eaey aa 
simple Sanskrit which goes straight home. The end ees aS a 
that he is able to create a work of absorbing interest in Ww lic 2 mes "e 
blends with the new, songs vie with each other in captivating 9 pa 
the people and originality and innovation surge forward again and again. 


1. IX. 51, P. 75. 
a XE 30, p. 92. 
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KAVIKALIDASIYAM 





T in the collection Madhuramlam, it isa play in seven Scenes. 

Its theme is an adaptation of the various accounts as found in the 
Bhojaprabandha of Vallalasena. It projects Kalidasa asa compassionate 
and a humane person, apart from his being an excellent poet. 


Theme 

“The illustrious and learned King Bhoja of Dhārā was well-known 
for his ceaseless charities to poets and creative artists. The artists, there- 
fore, used to visit him from far and near in expectation of wealth and 

. acclamation. 

Once Kalidasa came to his Court and impressed him with his 
excellent poetical skill. He became the most favoured jewel of his Court. 
This was resented by other poets like Karpüra, Kokila and Mayüra. They 
began hatching a plot to bring about Kalidasa’s downfall. 

There was a royal announcement that a citizen able to compose poems 
would get rich reward and would be allowed a stay in the Kingdom. One 
not able to do so would be ordered out. On hearing it three Brahmins 
well-versed in the Vedas began to compose a poem ina lonely park. 
Kalidasa having been turned out by the King on account of his association 
with a courtesan Vilisavati happened to pass that side incognito, Taking 
pity on the poor Brahmins he composed a part of the poem for them for 
which they were trying hard for long. The Brahmins took the poem to 
the King the next morning and got the promised reward. 

A learned lady of Bhoja’s court named Sita was critical of Bhoja on 
his turning out Kalidasa from his Court. She told him that a brilliant 
poet like Kalidasa should be allowed to have some freedom to be as- 
‘sociated with a person of his choice, 

The King on the advice of the chief Purohita announced the 
completion of the two lines of a verse within twenty four hours. It was 
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announced that one not being able to do so would have to leave the 
Kingdom. 

Kalidasa was living incognito with Vilasavati in Dhara itself. One | 
evening he heard some noise of the people on the main road. Vilasavati ! 
told him ofthe announcement ofthe King and the decision of a number 
of poets not able to supply the last two lines of the verse of the King to 
leave the Kingdom in the night to avoid discomfiture. Kalidasa was very 
sorry to hear of the sad plight of the worshippers of Satasvati. He 
disguised himself as a Carana and supplied the two lines to the first two of 
the King uttered to him by Karpüra. 

Next morning Karpüra went to the King and showed him the 
complete verse and got a reward from him which created resentment 
among his (Karpüra's) other companions Mayüra and Kokila who were 
with him when the Carana had met him. They revealed everything to 
the King who came to know thereby that it was not Karpüra who had 
supplied the lines but an unknown Cárana. 

This gave the King the idea about the whereabouts of Kalidasa. 

With the help of his spies he found out the secret place where Kalidasa 
was living with Vilasavati, One evening when Kalidasa had just finished 
his evening prayers, he was told by anxious Vilasavati that their house had 
been surrounded by royal soldiers. Before he could make out anything, 
he found the King standing before him begging of his forgiveness. He 
requested him to come back to the Court and bestowed on him the title of 
Kavikula$iromani. He also consented to Vilàsavau staying with him in 
his Kingdom of Dhira as his (Kàlidása's) life companion. The play closes 
with Kālidāsa expressing gratefulness.” 


Critical appreciation 
An adaptation of a portion of the Bhojaprabandha dealing with 


Kālidäsa, the present work follows the narrative of the parent work by and 
large. It does introduce some changes, though in no case major. One of 
these pertains to the poor Vedic Brahmins who try desperately to compose 
a verse. In the present work they are shown to try their hand at it under | 
the compulsion of the royal announcement that only that person who is E 
able to compose a poem would be allowed to stay in the Kingdom and the po 
others would be ordered out. In the parent work there is nothing of this 
royal announcement. In that in line with its style, the scholars are intro- 
duced trying their hand at composing a poem because the King likes it: 
rüjünam kavitapriyam jüatyd. Further, the appearance of Kalidasa in the eye 
present work is shown as a chance occurrence, he is said in it to pass by -. 
that side incognito, while in the parent work it is shown as due 

Kalidasa’s going to a temple to offer worship. In that Kalidasa is no 
incognito. He is recognized as Kalidasa by the Brahmins who appro: 
him to bail them out of their difficulty by providing the second hemistic 
which does not occur to them with all their efforts. There is nothing the 
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of his stay in the house of the courtesan Vilisavati either which the 
present work mentions in passing. It does occur there but much later and 
certainly not in this context. 

Again, Sita, a learned lady in Bhoja’s Court is shown in the parent 
work to be defending Kalidasa when she notices the King nursing a grie- 
vance against him on account of his infatuation for a courtesan. She says 
that a person in love with qualities should not feel bad about a person, 
otherwise meritorious, if he has some shortcoming. Nowhere does she 
say in the parent work, as is made out in the adaptation, that a brilliant 
poet like Kalidasa should be allowed freedom of association with a 
person of his choice. 

Further, the present adaptation makes the King announce the 
Samasya, the completion of the two lines—the adaptation gives their 
Sanskrit version while the original records it in Prakrit—on the advice of 
the chief Purohita while there is nothing of the kind in the original. 
Moreover, the two lines in the adaptation are to be completed within 
twenty four hours while in the original it is eight days. Further, it is not 
Vildsavati who informs Kálidàüsa of the King’s Court poets quitting Dhara 
but a maid-servant sent out by him to find out the goings on, on hearing 
the hullabaloo on the road. Still further, the two lines supplied by 
Kalidasa in his guise of Cáranà are recited to the King by Bana in the 
original and not Karpüra as is made out in the adaptation. It is Bana 
again who gets the reward from the King there and not Karpüra. And 
finally, the original does not say anything about Kālidāsa being permitted 
to stayin Dhara with Vildsavati as his life companion which forms the 
denouement in the adaptation. 

Perhaps these changes the author of the Kavikalidásiyam thought 
necessary for a dramatic creation. To convert the eight days to 
twenty four hours for leaving the Kingdom in the event of non-supply of 
the two lines to those of Bhoja would make, so thought the playwright 
perhaps, the impact of the shock more severe which should go better with 
a drama. Kālidāsa being permitted to stay in Dhara with Vilásavati as the 
life companion is also in linc with the tradition of happy ending in tradi- 
tional Indian drama. This also would reinforce the regard that the King is 
shown to have for Kālidāsa in tracing him and asking for his forgiveness in 
being over-harsh to him. Penitence on the part of the King would acquire 
further edge if he is shown shedding off his inhibition for Kalidasa’s 
association with a courtesan. The King accepts him along with her. 

Everything else is fine with the play except its expression which needs 
improvement at places. Some of the glaring of the anomalies in it are : 
yadrso Kalidasali nagaravadhau,* vivadantah; vivadantij Bhojarajánam,* 


1. p.53. 2. lbid. 
3. p.59. 4. p.60. 
5. lbid. 
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vasisyamali rdjamargam,* svapnam,® pürvavrttüntam* which should have 

been yēdrśalı Kalidásali, nagaravadhvüm, vivadamandah, vivadante, Bhoja- 

rajam, vatsyamah, rajamürgali, svapnak and pürvavrttüntali respectively. 
The author more than once puts in Sanskrit the Hindi idioms, e.g., 


1. ffrarafa. arate: afe 
Sram m ren ZR E l 

2. Fart A HTH ARTT gafea 1° 
te HAS He WE I 

3. qd PRR TATA Ta AATA: lU" 
ail AA WT TAT GAT | 


A fine creation and the only one of its kind in drama form—in prose 
there is one, Kaliddsasya Antimam Aitihyam which too is noticed in the 
present Volume—it retells some of the anecdotes of the Bhojaprabandha. 
All through an attempt is made in it to bring about some sort of connection 
among the seemingly disparate events which are woven together. It is 
this which makes the work a real piece of art. 





Spee SE 
1. p. 61. 2. p.60. 
3-4. p. 64. 5. p. 53- 
6. lbid. 7T. 9.53. 
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SRIKALIDASIYAM ANTIMAM AITIHYAM 


c————————Á— NN 


I: is a prose piece published in two instalments in the Savitskrta 

Bharati, Vol. II, No. 3, 1919 and Vol. Il, No. 1, 1920, Vardhaman. 
The name ofthe author, as can be seen from the verse at the end of the 
composition, is Nàrayana : 





aft mammaa fai qun qw | 
tfaa and WaT Ul 


Nothing is known about him, not even the period to which he belongs. 
The prose write-up is a jumble of different anecdotes about Kalidasa, as 
the author might have heard or Understood them. The anecdotes cover 
three lives—one, when the poet lived as Kālidāsa, the other, when he 
was reborn as the son of a Brahmin near Varanasi and the third, when he 
was reborn again as a dumb fellow in Kaiicipura. 


Theme 


works of the complainants can provide enjoyment to the learned only’, said 
he, 


The complainants told the King that they would place before him a 
four-syllabic samasya : s; ai. 


give due consideration to his 


That very moment Kalidasa 
happens to enter the assembly. The King places the Samasya before him. 


Fora moment Kalidasa gets lost in his thoughts. The goddess of learning, 
realizing that he is in a fix, appears before him in the form of a girl with a 
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palm leaf to help him out of his difficulty. Kālidāsa enquires of her as to | d 
who she is. 'Káiicanamàlü',saysshe ‘Whose daughter,’ asks he. ‘Of 
Kanakalata’, says she. ‘What is she holding in her hand,’ further asks he 
‘A palm leaf,’ answers she. : 


Bl Cd Ale WSATATAT FRAT: AT MAHATMA: | 
fe & eet and at a tara aa gi 


The complainants see this and together with the King feel surprised 
and happy. 

Two or three years pass after this. Kālidāsa falls ill and is confined 
to the house of Vilisavati only. Occasionally the King would go to him | 
and meet him. Once he (the King) charmed by the beauty of his Queen | 
Lilüvati speaks out Anustubh hemistich : Kusume kusumotpattih Srüyate 
nahi dr$yate,the appearance ofa flower on a flower is heard but not 
seen. The next morning the King places the same as a samasya before 
his learned poets. None is able to complete it. He then makes an annou- 
ncement that anybody completing it would be rewarded with the half of his 
kingdom and has a bell installed in his palace. Thinking that to be her 
opportunity, Vilüsavati writes it in Kalidasa's room while heis asleep. He 
notices it after getting up and writes below it: bale tava mukhamblioje 
drstam indivaradvayam, O girl, on your lotus like face are seen two lotuses 
and goes to sleep again. Thinking that if Kalidása were to continue to live, 
the truth would be out, Vildsavati cuts him into pieces and throws him in a 
deep well in her house, Shethen goes to the palace, rings the bell; is 
received in audience by the King before whom she recites the second hemis- 
tich, written by Kalidasa as above, as her own composition, The shrewd n 
King realizes that it must be that of Kalidasa and asks her pointedly whe- i 
ther Kālidāsa was alive or not. Knowing from her the whole thing, he - A 
rushes to the well, has all the pieces of the body of the great poet taken out 5 
and with the help of divine herbs like Visalyakarani and. Mrtasahjtvant has; EC 
vived. Getting up as if from sleep, Kālidāsa asks the King as to why — — 
back to life. He (Kālidāsa) is destined to die at the E 
He asks the King not to grieve for him because even * 
sa) would live only for a while. He enquires from 
ants, The King tells him that be wants that like him. 
fame. Kālidāsa tells him to sing the life of Rama — 
i e he would help him. The work would, however, go by the - 
M nef i Kus As the two go upto the Sundarakanda, there comes K 
dasa’s end. Telling the King that the work would be known as Bhojacamp 
or the Campiramayana the great poet goes into eternal sleep. Satisfied even 
with what has been achieved, the King performs the last rites of Kalid 
and finding no meaning for his life transfers the kingdom to his son an 


him re 
he has brought him 
hands of a woman. 

when revived, he (Kalida 
the King as to what he w: 
he too may enjoy eternal 
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retires to the forest with his wife and finally gives up his life with Yogic 
rites. 

Now, when Kalidasa was thinking over the samasyä and Sarasvati 
was taking long to appear, he addressed her rande, you whore. Even 
though she loved him, she could not withstand the insult and told him that 
in the next birth he would be dumb, müka, though omniscient, the whole 


life. : 
In the next birth Kālidāsa was born as the son of an old Brahmin 


neat Varanasi. 

Once lord Sankara appeared as Sankarücürya and wanted his 
Sarirakabhasya on the Brahmasütras to be revised in the light of his com- 
ments agreeing with their author or not. He prayed to lord Sankara to 
arrange for this. The lord appeared before him in dream and told him 
that he should place his Bhasya on the steps of the Ganga in the morning. 
Bhairava would appear there and would revise it, as he would read it out 
to him. The next morning Saükarücárya did as directed. — Vedavyasa, the 
author of the Brahmasütras himself appeared there in the form of Bhairava. 
Sankaracarya read out to him his Bha@sya. Whatever he did not approve, 
he licked out. This he went on doing right up to the Ninth Abnika, much 
to the surprise of Sankarücarya. After this he just went away. One 
fourth of the Bhāşya was still to be revised. Sankaracürya prayed to Siva 
again. The Lord appeared before him and told him that Bhairavas do 
not stay for long at one place. Thatis why the Bhairava revised the work 
upto a part only. The part subsequent to that he advised Sankarücürya 
to read out to the son ofan old householder in a Brahmin village near 
Kasi and have it revised by him. Sankara did accordingly and the entire 
work was thus revised. Sankarücarya then set on his journey for 
propagating his philosophy of Advaita which took him to Kafici where 
the Vaisnavas not falling in line with his views told him that they would 
agree with him only if he were to provide speech to a dumb fellow roam- 
ing about here and there with no consideration for what to eat and where 
and with no attachment. Sankara told them that if he could go to the 
Kamaksi temple he would do so. The dumb fellow was the same one who 
had heard as the son of an old Brahmin in the previous birth his Sariraka- 
bhásya and in the present state of dumbness also remembered of it 
everything. Being in the state of samabuddhi he moved about everywhere 
and had come over to Káficr which had surprised him with its prosperity 
and had. stayed on there for quite some time though ridiculed and humi- 
liated by the people. As soon as Sankaricarya saw him, he could know 
that he was the same person who had heard from him in the form of a 
Brahmin boy his Sarirakabhasya. Me asked him to sing a hymn in praise 
of Goddess Kamaksi, And there came out the dumb one with five hymns, 
the Aryasaptasati and so on, much to the surprise and delight of everybody. 

It was no other than Kālidāsa who was born in his third life as 4 


= ; X dumb fellow Ghd hadatthined’ (Re^ ive Mae NREdUgf tHe” favour of 
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Sankarücárya. His work the Mkapaiicaíati is read by people with 
respect and devotion, 


Critical appreciation 

Written in flawless Sanskrit, the prose piece is a fine blend of anecdote 
and mythology. Some admirer of Mika in appreciation of his poetic 
talents, must have invented the story by connecting him with Kalidasa and 
making him his incarnation through very spicy anecdotes. As for the real 
Kālidāsa, his story came to an end with the chopping off of his body by the 
harlot Vilisavati—there are various anecdotes connecting him with some 
woman orthe other. The rest of thestory leading to the composition of. 
the Bhojacampi or the Ramüyanacampi has also apparently been invented 
to lend respectability to that work by showing its prose portion at least 
to have been that from Kālidāsa. Tn the midst of tradition and anecdote, 
it is very difficult to know what the reality is. Kalidasa, being the tallest 
of Indian poets so much of anecdote has got woven round him that he has 
himself begun sliding into a mythical personality. 

The work under study is composed in an easy, fluent and narrative 
style and being one of very very few works on Kalidasa in prose is 
particularly welcome. 
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SRIKALIDASACARITASAMGRAHAH 





Lus in the Maiijisà, Calcutta, Vol. IV, No. 9, May 1950, 
Srikalidásacaritasamgrahali by the celebrated Sanskrit author Sri Y. 
Mahalinga Sastri, is a queer composition. A summary initially of an 
account of Kalidüsa's life, based on tradition and his works in eighteen 
verses, it is followed by a dialogue between imaginary characters Gautama 
and Sandilya in which the third one Kaundinya, also joins at a later stage, 
and all problems relating to the master poet are discussed. 

The dialogue opens with the reproduction of the eulogies for Kālidāsa 
by an anonymous poet (pura kayinani gananaprasatige, etc.) as well as Bana 
and Dandin. Next is pointed out the fact of his having a critic in Dinnaga 
but an admirer in Nicula, a king of that name, as could be inferred from 
the supposed oblique references to them in a Meghadüta verse. After that 
is taken up the question of the propriety of making a non-sentient thing 
serve as a messenger. Attention is drawn in this connection to Kalidasa's 
own answer to this, viz., the love-lorn are by their very being incapable of 
distinguishing between things sentient or otherwise—a view also upheld by 
the well-known rhetorician Bhümaha. Next is raised the question (it is at 
this stage that Kaundinya is shown to join) as to why Kālidāsa should 
have stopped at the description of the marriage of Siva and Parvati and 
not gone upto the description of the birth of Kumára as would suggest 
the title of the work, the Kumàrasambhava, The traditional view that the 
poet invited the curse on him of Pürvati for a little too graphic description 
of the love-sports of the divine couple which cut short his composition is 
discounted with the approval of Anandavardhana. After that is raised 
the doubt, in view of Kalidasa’s acknowledged supremacy in the des- 
Ove, about his indifference to or inability in 
ments like Heroic, Pathetic, etc., which is 
ances from the Raghuvamsa and the Kumiira- 
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The verse in Canto XIV of the Ragliuvariisa in the episode of Sita’s exile : 
tad esa sargah karundrdracittaih, etc. is taken to represent cleverly the 
poet’s own assessment of his heartrending description of Pathos. 

The dialogue takes a different turn here. It must not be Kalidasa 
who would engage himself in the childish Yamaka word-play in the 9th 
Canto of the Ragliuvaiisa and that from that Canto onward the work is of 
some other poet, a view held by some, is taken up for consideration. It is 
discounted on two counts: one, if it is mere Yamaka, a particular 
arrangement of syllables, it could well mean inferior poetry, adhama kavya, 
as says Anandavardhana, but if the same were to be employed occasionally 
as a diversion by a poetic genius, the case would be different. Second, 
Kālidāsa might have indulged in this to humble the pride of his alleged 
contemporary, Ghatakarpara whose view it was to carry water in a pot- 
sherd, ghatakarpara, for one who were to defeat him in the use of Yamaka, 
But that as it may, Yamaka, if it is sweet, clear, significant and delightful, 
would add to the beauty of a composition. It need not be underrated 
simply because it is Yamaka. 

Next is repudiated the view that Kālidāsa was one of the nine 
jewels in the Court of Vikramüditya, on the authority of the verses 
recording their names occurring in the Jyotirvidabliarana ascribed to 
Kālidāsa but not actually his and consequently unreliable, more so, because 
those who find mention in the said verses are not all contemporaries. It is 
possible that a later poet carrying the pseudonym of Kalidisa would have 
composed them. There scem to have been many who carried this 
pseudonym. That one Parimala or Padmagupta in the court of Muija 
carried it is well-known, even if Ràjasekhara's mention of three Kalidasas 
may lack naturalness. The Bhojaprabandha story making Kalidasa, Bana, 
Magha, etc. contemporaries is simply not acceptable for they were not 
really so. Equally unacceptable is the theory that Kalidasa had friends in 
the Sefubandha-author Kuntala king Pravarasena and the Tanoe 
author Simhalese King Kumāradāsa and that they wrote thein works wit 
his help. It could only be interpreted to underscore Kallidasa’s superio 
over the two. Still equally unacceptable is the theory that Mor i I 
i.e., Candragupta II, got the Seriborala ae Hon jest 
name e Br oe RS PEE that he (Kalidasa) uttered a 
Ss opportune moment as recorded in the text (of E Ae 3 
itself while he acted a messenger between Vikramaditya and the Em 

: d that he (Kalidasa) is far removed from Vikramaditya 
dme. hat there is a marked difference in style in the —— 
and Pravarasena and t P. hero ein bis works, The theory that Mdt-- 
Setubandha and the Prakrit es ea is simply absurd. More probation 
gupta described by a e ary of Agnimitra. His Malavikagnimitra. 
it iè; that heas eae ; have had direct experience. The 


ms to 
describes characters of whom he see : erm s 
indication of the contemporaneity in the Jine erret gx i 
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arad ug Teale afafa is difficult to lose sight of. Further,his con- 
temporaneity with Agnimitra would not conflict with his occupying an 
honoured place in Vikrama’s court, the two kings not being far removed 
from each other. The title of the play Kikramorvaśtya indicates his asso- 
ciation with Vikramaditya. So does the Sa agen: ay ftre: 
where Vikrama could cleverly refer to Vikrantüditya: 

The view that the poet had an association with an harlot and spent 
his time in her company is the imagination of the perverted. How could 
he, with his heart set on Siva, intent on salvation, be a Vita ? The fact of 
the matter is that when the Buddhists had attacked the Vedic path and 


the country was troubled by the Mlecchas, the poet.and the king ' 


(Vikramaditya) once again established the supremacy of the Veda and the 
Vedic way of life and restored peace to the country by crushing the foreign 
invaders. 

This brings to an end the lengthy dialogue, the first of its kind in 
Sanskrit literature, wherein all the different theories about Kalidasa, old 
and new, are examined in brief and he is defended against criticism apiece 
with the approach of any of his devotees. There are few Sanskrit poets 
and writers who have become centres of so many theories and views as 
Kālidāsa has. It was partly due to his near total silence about himself, 
Any casual reference anywhere, just a name somewhere, was enough to 
make the scholars come out rushing with their theories. The situation now 
is that Kālidāsa has become a phenomenon rather than remain an 
individual. Much of the confusion about him is caused by the assumption 
of his name by a number of later poets and the uncritical approach of the 
ancients in accepting them all as the first Kalidasa. Our author has a 
sharp dig at this. After repudiating the view that Kalidasa wrote the 
Setubandha in the name of Pravarasena, he says through one of his 
characters, Sándilya : 


artsa: argent wesenegdquarwt s hae a: prf a PÍA: T 
mad Asaia: aferan: q araara: qeg d atarna- 
aian: aafaa: Asr mferRTT: | Aqra faaam 
aifeagmatea kaar arsi ara aferarear, 3 giafaanz- 
ERIS HT EHSDRHTTXGST qaqa aegne asf 


WS WIRTSTST, à = Were maaa: frererafrre- 
SGT IST aq nrferarar: | (aa guts) 


Sandilya : In the World of literature 
was Kālidāsa who 
Carried that title, 


for our ancestors not only that one 
(really) was so nor were later ones so who 
but also those writers of verses full of Rasa 
about whom nothing particular is known. Such ones whose 
name and form are not known and whose words are full of 
Mecperfames of oversswing BAGH” SP LOVE’ are also 
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Kālidāsas. Those whose tongues are very similar to those of 
camels because of their creating harsh and pictorial poetry not 
easy to comprehend are also Kālidāsas. And they too are 
Kālidāsas who desirous of propagating their works believe in 
withholding their names on the plea that it may be embarrassing 
to them. (All Jaugh). 


Though our author gives enough evidence of critical spirit in 
examining various theories about the master poet, rejecting or accepting 
them, he seems to fail it in asserting that he (the master poet) would have 
lived in the reigns of both, Agnimitra and Vikramaditya since both of 
them were not far removed from each other in point of time. As for 
Agnimitra, there is near certainty about his identity. He was the son of 
Pusyamitra, the founder of the Suüga dynasty. As for Vikramaditya, 
there is considerable doubt. If he is identified with Candragupta Il, as is 
the consensus, there should be a big time gap between him and Agnimitra. 
The dynasty of the Sungas was succeeded by that of the Guptas. The 
reign of Candragupta If was preceded by a short reign of his brother 
Rámagupta and a long one of that of his father Samudragupta. There was 
easily a time gap of some 200 years between the two celebrities and to 
place Kālidāsa in the reign of both would, on the face of it, be ridiculous. 
Here our author scems more to have been carried away by tradition than 
reason. Tradition makes Kālidāsa one of the nine jewels in Vikrama's 
court, The name Aguimitra in the Malavikagnimitra indicates his 
association with the King of that name. In bis effort to reconcile the two, 
our author has landed himself in a difficult position. He seems to possess 

nse of history. 

z Uo word satiigraha secms to have been employed by our author in 
the twin senses of synopsis and compendium. The former would go well 
with the verse portion and the latter. with the subsequent prose portion. 
The first eighteen verses give, as pointed out earlier, in summary form an 
account »f the life and works of Kalidasa, his grazing the goats. in child- 
hood, his cutting the root of the branch of the tree on which he was 
perching, the royal Pandits’ notice of bim in that state, their arranging his 
marriage with a princess who had vowed to marry only a learned man by | 
pointing towards him as their guru, her expulsion of him from the house 3 
after realizing her mistake, his going to the Kali temple, her laugh at his 
words, the slipping of betelnut juice out of laughter from her mouth into 
that of his, his becoming a unique poet, the acceptance of him by the 
princess, her asking him asti kascid vagvisesalt, is there any difference or 
improvement in his specch, his composing the three Kavyas with each one — 
of the three words as the first ones, his description of Wee royal duties in 
the Ragliuvariisa; his delineation of the different types of Sigara in PaCS 
plays, his honour by King Vikramaditya Sakiri, and his re-establishment 
of the authority of the King's routing the Mlecchas. The prose porti 
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as said earlier, gives a compendium of the different theories about 
Kālidāsa. Both portions, therefore, could appropriately be styled 
Kalidasacaritasamgraha. 

Since a multiplicity of the theories about Kālidāsa, both old and 
new, had to be examined, it was but natural that there should be a fair 
sprinkling of quotations in the composition. Apart from them, the entire 
work is the composition of the author himself. One of the most powerful 
writers of the modern age, he wields a facile pen. Though following for 
the most part an easy style, he does permit himself a high flown one 


occasionally, e.g., 


GAAS AA:, JANR: NUIT ALT, gserd:, AART, gaT: aaa- 
Haag Tel, saaana at saaat TTT iafgarfua: 0 
Tre ATA aoaaa aai * Ca UIDTRUIH 
afasi frats Na pr: qd Tena: | 


Our author has a fine sense of humour. He is at his best in satire. 
Aa instance of it is the dig, referred to earlier, at the tendency of the 
ancient Indians accepting all kinds of poets, good, bad or indifferent, as 
Kalidasa, if only they styled themselves so. The second is the ridicule 
poured on those who ascribe the authorship of certain works to Kalidasa 
whether the first or the second, or the third and so on. 


wfsEWT:— qanana aasa afar gt TAraaa: Hla: arfaa 7 
agada Aaaa wi aaarnas maas, 
aa at waa: siaaa: ? 


aisa: —ar sa: eraa sata, Tenai fadla, agigi qida, 
gaa gasaan aaa agia, sataa 
qsqa, MERTI VST, AA Wiad, AARIA, AFT- 
aasa ada aÀ aT taada faaara | — (swt gaT:) 


Sandilya : What have you to say with regard to those who do not accept 
the Cantos of the Raghuvamsa from Canto IX onwards to be 
those of Kalidasa on the plea that the poet who engages himself 
in the Yamaka-work like a child cannot be Kālidāsa. 


Kaundinya : That what I have to say with regard to those who pronounce 
that the three Kavyas have been written by Kalidasa I, the three 
plays by Kalidasa IT, Rtusarmhara by Kalidasa, III, Puspabana- 
vilasa, Srigdratilaka, Navaratnamalika, etc. by Kalidasa IV, 
Jyotirvidabharaga by Kalidasa V, Lambodaraprahasana by Kāli- 
dasa VI, Srutabodha by Kalidasa VII, Nalodaya by Kalidasa VIII 


and stil! others by Kalida 
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1. Since our author appreciates Yamaka if used properly, it is no wonder 
that he should resort to it in his composition : 


"fer areata: minan: | 
atia: afaa «rais WeTul n: N 


Our author brings to bear on his work profundity of his knowledge 
of and about Kālidāsa and the science of poetics, quoting as he does 
such authorities as Bhümaha, Dandin and Anandavardhana, Coming 
from the pen of one of modern India’s foremost creative writers of Sanskrit, 
the summary verses and dialogue in the Kdliddsacaritasamgraha make a 
delightful reading and are a valuable addition tothe growing modern 
literature on Kālidāsa. 
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